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Lawrence Durrell’s “Word Continuum” 


FRANK BALDANZA 


1948, nearly ten years before began work 
Alexandria Quartet, Lawrence Durrell delivered series lec- 
tures modern poetry for the British Council Argentina; 
attempting account for the habits mind that distinguish 
Eliot’s Gerontion from Ulysses, reviews the impact 
literature modern scientific developments, and the process 
reveals many his own fundamental preoccupations 

the first place, Durrell maintains, Einstein’s space-time 
continuum destroyed the illusion absolute objectivity the 
part the observer; the result that any observation just 
relative the viewing observer (subject) the object 
viewed. Thus Durrell finds that Dickens, Tolstoy, Dostoievski, 
Proust, and Joyce represent gradually increasing curve 
subjectivity” (22). sense, Einstein’s theory the joining 
subject and object, much did the joining space 
and time. Modern physics, for Durrell, also disputes the idea 
causality, and its place substitutes “principle indeter- 
because the very act observing nature (causes) 
are disturbing it. Thus the “new has difficulty with 
“two contradictory ideas being simultaneously true” (46). 
attributes much the obscurity modern poetry—in content and 
diction and syntax—to the attempt the part the poet 
accommodate his expression the new view reality. One 
the major formal developments resulting from this view that 
the “extended” form narration, which marches along strict 
chronological order, has been replaced “cyclic” form which 
the present, impregnated with the burden the past and the 
future, continuously before the reader’s consciousness. 
shall note moment, Durrell very interested the corre- 
spondences between these new doctrines physics and the doc- 
trines Eastern mysticism. 
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Secondly, Durrell surveys briefly the new views the human 
psyche introduced Sigmund Freud, but more particularly the 
view Georg Walther Groddeck, physician 
whom the author finds particularly interesting for his attempt 
equate mind and body much Einstein did space and time. 
Groddeck postulated “The force beyond the ego: 


sum total individual human being, physical, mental 
and spiritual, the organism with all its forces, the microcosmos, 
the universe which man, conceive self unknown and 
forever unknowable, and call this “The assume 
that man animated the which directs what does and 
what goes through, and that the assertion only 
expresses small and superficial part the total experience 
lived the (Key Modern Poetry, 74.) 


Toward the end this discussion, Durrell quotes this passage 
from the Shri Krishna Prem which bears striking resemblances 
many Groddeck’s ideas: 


power the eye see depends entirely the power 
the vision inherent that Light which sees through the eye but 
which the eve does not see; which hears through the ear, but 
which the ear does not hear; which thinks through the mind 
but which the mind does not think. the unseen Seer, the 
unheard Hearer, the unthought Thinker. Other than there 
seer, hearer, (Key Modern Poetry, 83.) 


obvious that when Lawrence Durrell turned the compo- 
sition his Alexandrian tetralogy, had many these funda- 
mental ideas mind. Their importance for him over the ten 
intervening years can perhaps part account for the astonishing 
speed with which the books were composed.? 

this work Durrell has set himself the unenviable task 
working out what says “morphological form one might 
appropriately call our time.” him self- 
evident proposition that Joyce and Proust were working with 
Bergsonian “Duration,” whereas the definitive form for our age 
must derived from the space-time continuum. employs the 
metaphor prepared soup-mix which three volumes will 
deal with space and one with time—obviously Justine, Balthazar, 
and Mountolive constitute the space volumes, and Clea adds the 
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time element. explains that the first three are considered 
“siblings,” more less contemporaneous recountings the same 
complex happenings from different points view, whereas 
Clea true “sequel” since occurs after the events treated 
the preceding three volumes. addition, has handled point 
view, which calls the “subject-object relation,” much 
Faulkner did The Sound and the Fury. this case, Darley, 
Irish schoolmaster, relates volume one, Balthazar largely respon- 
sible for volume two, and volume three objective narration, both 
the sense omniscient point view and the sense seeing 
Darley “object” rather than the viewing Volume 
four returns largely Darley’s point view. 

Durrell support the contention that his achievement 
this form unique (and thus “classical” Eliot’s sense 
exhausting the possibilities the genre for his age) then 
must have contributed new element which did not appear the 
work his forbears contemporaries. tries prove just this 
the prefatory Balthazar which makes the remark 
about Proust and Joyce. 

Actually, Durrell not nearly original maintains. 
One has only think Proust re-infused with the lovingly 
detailed treatments Combray, Méséglise, Balbec, and Venice, 
particular spots like the inner courtyard the Guermantes 
Paris residence, Aunt Léonie’s bedroom, and the like. Here, surely, 
sense place and commitment the claims space that 
has little with Bergson’s durée. particular scenes, too, such 
the occasion which Marcel receives garbled telegram 
Venice, seemingly proving Albertine’s existence long after her 
death; the incident the Duchesse Guermantes’ red shoes; 
Swann’s anguished pursuit the elusive Odette before 
their marriage, one finds rich consciousness the complex 
interworkings space and time—to say nothing Marcel’s 
astonished apostrophes the miracle the telephone and the 
airplane. Equally strongly Joyce find nearly monomaniac 
preoccupation with the surface Dublin and with the spatial 
deployment its inhabitants. “Wandering Rocks” Ulysses, 
for example, the interweaving time and space unimaginably 
complex, the procession blends with Father 
Conmee’s walk, the wanderings Stephen’s sisters, and the 
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temporal-spatial juggling countless other Dubliners. Indeed, the 
entire substance this book demonstration how far 
artist can substituting space-time continuum for standard 
chronological causational plotting. 

Lawrence Durrell’s true originality that retains the 
suspense and pleasure associated with traditional plots though 
writes using multiple points view, stream consciousness, 
and the other features what had heretofore been called the 
“experimental” novel. With Proust and Joyce and Virginia Woolf, 
plot—in the sense temporally related serics events—was 
almost entirely banished from the novel. The centrality finely 
spun contemplation about event necessarily pushed event into 
already achieved past (as Mrs. Dalloway) out the 
blank margins the text (as Ulysses), where one can only 
infer the action from the contemplation about it. Durrell, 
sure, also dealing the first three volumes with already 
achieved set events, but vivifies the events dribbling out 
carefully spaced increments astoundingly different and con- 
flicting interpretations the same set characters and events 
and motives. Thus the Alexandria Quartet is, that sense, truly 
relativistic treatment reality. 

This restoration vividness event aided the exotic 
locale the novel, the extravagance and perversity the charac- 
ters, the sensationalism international intrigue, and the mystery 
supernatural visions, augury, and esoteric doctrines. 

this apparent return plotting movement Durrell’s 
part toward the more traditional kind novel, there are other 
interesting echoes traditional narrative devices: long passages 
are handled the form letters, diaries, and journals, was 
many eighteenth century novel. 

The first volume, Justine, recounted Darley during his 
self-imposed exile Greek island with the child Melissa, 
nightclub entertainer. Through the fitful and jerky revelation 
random reminiscence emerge Justine, his beloved, and her husband, 
the rich Coptic businessman Nessim Hosnani. The central tension 
the volume purported jealousy Darley, and his 
final appropriation the narrator’s erstwhile mistress, Melissa, 
who bears Nessim the child that Darley cares for now. Woven 
into this fabric are series artists, the tradition 


Bergotte, Elstir, and Vinteuil—Clea, portrait painter; Arnauti, 
Justine’s first husband and author novel about her entitled 
Moeurs; and Pursewarden, writer the tradition Lawrence 
and Henry Miller—to say nothing the narrator himself. There 
are also Cohen, furrier who was Melissa’s former lover; 
Balthazar, doctor and cabalist; Capodistria, disquieting sybarite; 
Scobie, eccentric transvestite policeman; the gossipy 
barber; and variety other colorful characters whose inter- 
relations are only partially explored. suggested, for example, 
that Justine has earlier had lesbian relation with Clea, and that 
her frenzied nymphomania the result traumatic childhood 
rape Capodistria, close relative. The volume closes with 
duck-hunt which Capodistria inexplicably shot. 

the opening the second volume, Balthazar, Darley has 
sent the manuscript Justine Balthazar, who returns 
version, adding much new information about the 
persons and events which Darley himself did not hitherto know. 
Thus have “point that split between the fallible 
narrator and the additional information supplied Balthazar. 
the learn that Justine also maintained affair 
with Pursewarden, novelist employed the British diplomatic 
corps, and that she was probably using Darley decoy 
deflect her husband’s jealousy. Ironically, Pursewarden found 
Justine more burden than delight. This voiume also 
carried along the frenzied search for Justine’s child her 
first marriage; purportedly, she married Nessim only avail 
herself his money conducting this search. The volume ends 
with the glittering carnival season which Toto Brunel, 
homosexual, accidentally murdered Narouz Hosnani, Nessim’s 
brother, under the mistaken impression that murdering 
Justine. This volume, like the preceding one, full incidents 
that appear first reading irrelevant the central preoccu- 
pation, but the reader has learned now that very little this 
closely packed but broadly conceived narrative without relation 
the rest. simply attempts, moving through the book, 
hold his memory until the same character event comes 
the forefront again. This true the scandalous waterfront death 
Scobie, dressed women’s clothes; the suicide Pursewarden; 
and the scenes the Hosnani country house, during which 


learn that Leila, the mother Nessim and Narouz, has had 
affair with David Mountolive, later British ambassador Cairo. 

The third volume, Mountolive, objective narration the 
diplomatic career David Mountolive, excellent Arabist. 
Mountolive’s first intimate acquaintance with Egypt occurred when 
was house guest Faltous and Leila Hosnani youth just 
out school. Near the end this sojourn, set off tirade 
his host, invalid who had felt mounting jealousy 
relation Leila. Faltous enunciates one the basic themes this 
book his description the anomalous position the Coptic 
minority Egypt. Although they owned immense wealth and 
power, and once had political and social prestige commensurate 
with their great ability, they find themselves squeezed out 
Egyptian politics and attribute this development British hostility. 

David Mountolive encounters the same problem 
assumes his ambassadorship. inherits the decision act 
official report which names Nessim the center secret Coptic 
conspiracy provide arms Palestine order harass the 
British. Pursewarden has suspended the paper and tried discredit 
Maskelyne, military intelligence agent who prepared the report. 

Through affair with Melissa, however, Pursewarden learns 
that Nessim involved this plot, since Melissa learned from 
Cohen, her furrier lover, who was important the machinations. 
Seeing his immense fault, Pursewarden commits suicide, leaving 
secret letter for Mountolive which confesses his mistake. 
Mountolive now has choice but reveal the plot the 
Egyptian authorities, who would, the ordinary course affairs, 
duty bound kill Nessim; however, Nessim’s seemingly endless 
ability pay bribes leads the authorities murder his brother 
Narouz his place. 

This volume gives third, and different, view the 
whole set erotic relationships initially revealed Justine and 
Balthazar: since the focus the volume the 
career diplomat, not surprising that the new views are 
primarily now learn that Justine married Nessim 
not simply recover her lost child (who died meningitis 
child prostitute), but because sharing his secret mission appealed 
her the most profound and total kind love. Her relation 
with Darley was motivated simply suspicion that 


relation with Melissa might have learned the plot, since 
Melissa might have known through Cohen. thus ironical 
that Melissa should accidentally reveal the whole matter 
Pursewarden rather than Darley. What Darley interpreted 
sexual jealousy Nessim’s part the first volume was simply 
tension and worry about the secret plot, since Nessim knew all 
along that Justine was cultivating love find out how 
much knew about the plot. Justine’s relation with Pursewarden 
was also motivated originally purely political motives, but 
the end managed cure her “the Check,” psychotic 
inability love which was expressed nymphomania. 
Pursewarden simply pointed out that she had really enjoyed the 
childhood rape, but her feeling guilt this enjoyment, she 
withheld herself from truly participating the many erotic 
encounters the rest her life. 


the final volume, Clea, Darley returns wartime 
Alexandria just time witness air raid from his boat the 
harbor. The substance the volume consists his final erotic 
relation, this time with the hitherto cold and inaccessible painter, 
Clea, who initiated her own erotic life, ironically, affair 
with Justine. Through horrendous accident, Clea loses hand 
the same time that she and Darley are reaching the end their 
love. The book closes with rejuvenated Clea learning paint 
even better than before with steel and rubber hand, with 
Darley the threshold new creativity artist, and with 
Justine and Nessim hopefully released from bitter wartime 
personal enmity, re-united new international conspiracy. 
Interwoven with these developments David Mountolive’s brood- 
ing and tortured involvement with Liza, the blind sister 
Pursewarden, who needs expiate her incestuous relation with 
her brother before she can become whole, just Justine needed 
freed the psychological effects Capodistria’s rape. 
also learn that Pursewarden’s suicide was not entirely based 
political considerations, because coincided with Liza’s announce- 
ment that she had found Mountolive the “dark stranger” who 
could release her from her preoccupation with incestuous love; 
obviously wanted take himself thoroughly out his 
life, because continued presence broke 
own earlier attempt marriage. 
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sure, reader could, having finished the Quartet, 
reconstruct the plot chronologically causally any detail— 
only impression traditional plotting that Durrell imparts. 
Once the reader submerged the milieu the novels, feels 
the author can lead him any direction and still reveal fascinating 
characters and situations totally fresh views events 
that have already there metaphor that adequately 
conveys the form the novels, would have that standing 
the hub that projects spokes all directions and 
dimensions; the reader feels the author capable following 
any spoke will. addition, matter what spoke explored, 
the reader also continuously feels that the hub countless 
fresh possibilities which are moving out all directions. Thus one 
the distinctive this form that one never the 
book finished, even though has structure that looks premed- 
itated: volumes one and two end with letters and from Clea, 
who seems stand final authority, and when volume four 
turns directly Clea herself, one feels that this the direction 
which one has already been traveling. 

This sense lack finality within structural pattern may 
easily Durrell’s contribution the form the modern novel 
although least one writer finds that Ford Madox Ford antedated 
Durrell this finishing Justine, the reader feels 
that has assimilated certain delimited situation; opening 
Balthazar, finds that large number the assumptions was 
led accept Justine are clearly false; this process continues 
Mountolive and Clea, the reader becomes wary—he refuses 
accept any event final any interpretation definitive. 
develops relativistic view which acknowledges the truth 
appearances the basis what knows the moment, but 
prepares himself for the possibility that any these assumptions 
may completely reversed later on. When Narouz murders Toto 
Brunel the close Balthazar, the reader not completely 
perplexed learn that Narouz thought this was Justine; why 
Narouz should want murder Justine not entirely clear, but 
the reader feels the reason does not matter because there must 
motive, and even were given, might reversed later 
on—or else Toto might not dead, just Capodistria was not 
actually murdered, although the reader thought the end 


Justine. the reader objects this lack finality, Durrell might 
well reply that this the same perplexity with which laymen 
greeted the first discoveries modern physics. 

The image which the author favors for this sort effect 
obviously that the mirror. Early the first volume the image 
initiated thus: 


remember her sitting before the multiple mirrors the dress- 
being fitted for sharkskin costume, and saying: ‘Look! 
five different pictures the same subject. Now wrote 
would try for multi-dimensional effect character, sort 
prism-sightedness. Why should not people show more than one 


Both Darley and Arnauti first see Justine the huge mirror 
the Cecil Hotel; repeatedly throughout the volumes, characters 
stand mirrors, talk mirrors automobiles, lavatories, and 
dressing rooms, and very often address remarks others through 
the medium mirror reflection. Pursewarden scribbles countless 
messages his mistresses friends—including his suicide note— 
with shaving stick his mirrors. There are many references 
mirrors that even early the first volume Darley holds 
piece blotting paper with impression Justine’s handwriting 
the mirror, mutters “the mirror The mirror 
equated philosophically the first volume with narcissism and 
incest, two forms love that figure prominently the novel. 
complete the range variations, there are also two characters 
who entirely banish mirrors from their presence—Leila, because 
she has been disfigured smallpox, and her son Narouz, because 
has ugly harelip. 

The idea “prism-sightedness” which Justine mentions recurs 
the last volume, Pursewarden’s journal comments Darley 


(“MY CONVERSATIONS WITH BROTHER ASS”): 


No, but seriously, you wished not say original 
but merely contemporary—you might try four-card trick the 
form novel; passing common axis through four stories, say, 
and dedicating each one one the four winds heaven. 
continuum, forsooth, embodying not temps retrouvé but 
temps The curvature space itself would give you 
stereoscopic narrative, while human personality seen across 
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continuum would perhaps become prismatic? Who can say? 
throw the idea out. can imagine form which, satisfied, 
might raise human terms the problems causality indeter- 
And nothing very recherché either. Just ordinary 
Girl Meets Boy story. (Clea, 135-6.) 


perhaps fortuitous that the suggestion for the “Girl Meets 
plot occurs along with allusions Proust, but truth, 
far thematic material goes, Lawrence Durrell concentrates 
the nature love was analyzed Proust and never gets 
any farther than Proust did—although one might add that that 
itself some distance. Durrell, however, takes greater pains than 
his French forebear represent very wide range types 
experience. Justine has alliances with Arnauti, Capodistria, Clea, 
Darley, Pursewarden, and Nessim; Darley with Melissa, Justine, 
and Clea; Nessim with Justine and Melissa; and Melissa with 
Cohen, Darley, Pursewarden, and Nessim. almost each 


character the novel were attempting fulfill Capodistria’s view 
reality: 


The world biological phenomenon which will only come 
end when every single man has had all the women, every 
woman all the men. Clearly this will take some time. Meanwhile 
there nothing but help forward the forces nature 
treading the grapes hard can. (Clea, 70.) 


the entire range types love, the emphasis the 
universal aspects the experience that underlie the bewildering 
variety forms expression; thus Durrell seems value one 
type expression more highly than any other type. Nevertheless, 
Darley’s experience perhaps closest what the world conceives 
His relations with Melissa, Justine, and Clea have 
the character more less “standard” liaisons, with the usual 
attendant ironies. Darley, largely out sense pity, comes 
love the empty and undistinguished prostitute, Melissa, thereby 
incurring permanent devotion that fills him with guilt when 
abandons the dying woman for Justine; she, learn, cultivates 
his love for essentially political motives, because her fundamental 
devotion her husband; thus receives from Justine better 
treatment than gives Melissa. His culminating love for Clea 


represents the union two productive artists whose love fecundates 
their work. 

Another form expression represented Capodistria and 
Pombal, French diplomat, both whom are extremely promis- 
cuous sybarites. Pombal ends being trapped (from his point 
view) liaison with Fosca. put through all the anguish 
Petrarchan love conventions which had heretofore been the butt 
much his satire. Extreme promiscuity also practiced 
Justine, both for conspiratorial purposes, and, have seen, 
means overcoming the traumatic psychological effect her 
childhood experience. This rape recalled three visits, various 
points the tetralogy, the room the brothel child prosti- 
tutes which Justine’s child died. 

Leila love for David Mountolive the kind which 
mature matron cultivates and develops gauche but brilliantly 
promising youth. Narouz’ hopeless passion for Clea—the consum- 
ing and blind obsession disfigured beast for delicate beauty— 
based only momentary accidental encounters. Similar acci- 
dents founded Dr. Amaril’s love for the “Virtuous Semira,” 
lovely and provocative creature whom encounters, heavily 
masked, only carnival season. pursuing her home one year, 
discovers she lacks nose. When Amaril learns plastic surgery 
and commissions Clea sketch exhaustive catalogue noses 
from which Semira choose the one she wants him build for 
her, hear echo the Pygmalion-Galatea relation. 

The lesbian relation Clea and Justine rather heavily over- 
balanced the homosexual experiences Balthazar, Scobie, Toto 
Brunel, and others, although none these liaisons are explored 
any detail. Balthazar, his own way, reproduces the experience 
Pombal, since began thorough-going sybarite who laughed 
those who became entangled romantic attachments. 
trapped his old age into obsessive pursuit Greek actor 
that very nearly leads him suicide. The incestuous relation 
Pursewarden with his blind sister Liza rounds out the circle 
possible involvements. 

The author evidently attempts gain this varied range 
experience kind stereoscopic view the experience love, 


that this particular theme will treated complexly the 
presentation 


: 


Although Durrell maintains, introductory note 
Balthazar, that the nature love the primary theme the 
book, also wants give the same stereoscopic treatment the 
themes art, religion, and politics, the latter blending into the 
broader question that Pursewarden stated that “causality 
indeterminacy” human affairs. can hardly hope survey 
all these themes any detail, but evident that Arnauti’s, 
Pursewarden’s, and Darley’s novels and Clea’s paintings give 
occasion for similar treatment art. 


regard religion, Balthazar’s cabalistic group, the secret 
desert meetings the Coptic Christians, Capodistria’s dabbling 
Paracelsus and alchemy, Scobie’s comically 
humous sainthood, various Christian and Moslem festivals, and the 
frequent appearance muczzins, dervishes, demented mystics, and 
augurers present survey spiritual possibilities. Needless say, 
Durrell also combines various the erotic and religious themes 
that they dovetail with other themes. This obvious Narouz’ 
dying vow call Clea him from the grave, when she pre- 
vented accident from visiting his deathbed. Her subsequent 
loss hand Narouz’ harpoon while bathing his favorite, 
secret island appears partial fulfillment this vow; but 
the very problem whether pure accident some sort 
spiritual power Narouz’ part, the reader obviously confronted 
the question “causality indeterminacy.” 


the political sphere, the action evolves out triangular 
opposition between the idealistic Hosnani Coptic conspiracy against 
the British, the British official dilemma experienced Mount- 
olive, and the crass venality the Memlik Pasha Egyptian regime 
which stands between the Copts and the British. Particularly 
the personal dilemma Mountolive, who must effect condemn 
the son his beloved Leila death order maintain his official 
position Ambassador, Durrell presents the problem freedom 
action. long occupied minor diplomatic posts, Mount- 
olive felt himself hopelessly restricted official policy, which 
assumed would making himself when reached ambas- 
sadorial post; ironically, finds himself even more cruelly ham- 
strung when reaches this apogee. Durrell comments, Nessim 
and Mountolive the crisis this action 
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were both bound now, tied like bondsmen the unrolling action 
which illustrated the personal predispositions neither. They 
had embarked free exercise the will only find them- 
selves shackled, bricked the historical process. (Mountolive, 
215.) 


Durrell goes say, this situation brought about 
the suicide Pursewarden, who informed Mountolive the 
conspiracy and also minutes before his death told Nessim had 
told Mountolive. Thus Pursewarden has himself proved the truth 
his aphorism, will realize one day that only the 
artist who can make things really happen; that why society 
should founded upon 


This, however, just the political refraction much broader 
theme enunciated the first page the Quartet: 


return link link along the iron chains memory the 
city which inhabited briefly together: the city which used 
its flora—precipitated conflicts which were hers and 
which mistook for our own: beloved Alexandria! see 
last that none properly judged for what hap- 
pened the past. the city which should judged though 
we, its children, must pay the price. (Justine, 13.) 


Thus just the treatment religion and politics recalls the 
preoccupations the Argentine lectures with causality and 
indeterminacy, the treatment the city reminds the 
functioning Groddeck’s “The It.” 

Curiously enough, style Durrell shows little influence the 
verbal and syntactical dislocations which discusses frequently 
the His diction strange mixture dead 
clichés with rather out-of-the-way vocabulary that delights 
relatively rare words. But his smartly fresh metaphor con- 
stant delight. good sample his best manner, one might cite 
this apostrophe the dead, from Clea: 


Yes, but the dead are everywhere. They cannot simply 
evaded. One feels them pressing their sad blind fingers depriva- 
tion upon the panels our secret lives, asking remembered 
and re-enacted once more the life the flesh—encamping 
among our invading our embraces. carry our- 
selves the biological trophies they bequeathed their failure 


use life—alignment eye, responsive curve nose; 
still more fugitive forms like someone’s dead laugh, 
dimple which excites long-buried smile. The simplest these 
kisses exchanged had pedigree death. them once 
more befriended forgotten loves which struggled reborn. 
The roots every sigh are buried the ground. (230.) 


technique, another matter. Durrell past master 
the musical leitmotif the sort-that Forster discusses Aspects 
the Novel, and which has become hallmark contemporary 
narration.* Obviously this use the leitmotif functions closely 
accord with the “prism-sighted” narrative method. Pursewarden 
comments this effect thus: 


‘The narrative momentum forward refer- 
ences backwards time, giving the impression book which 
not travelling from but standing above time and turning 
slowly its own axis comprehend the whole pattern. Things 
not all lead forward other things: some lead backwards 
things which have passed. marriage past and present with 
the flying multiplicity the future racing towards 
(Justine, 248.) 


The haunting perfume, Jamais vie, which periodically revives 
the narrator the memory Justine, paralleled song with 
the same title that was popularized Melissa her nightclub 
act. The cyclic recall these themes supplemented frequent 
historical and mythical figures like Antony, Alexander, Plotinus, 
Paracelsus, Serapis, and the like; and characters and situations 
which have appeared else may not appear until the next volume. 

Durrell owes very much Proust—and presumably the 
Marquis Sade—and seems find Henry Miller, Rabelais, and 
Lawrence congenial. The most striking parallel his work 
the recent English novel, far content and general manner 
are concerned, Norman Douglas’s South Wind. all these 
authors have any one trait common, probably that announced 
the poetry lectures: “If art has any message must this: 
remind that are dying without having properly lived” (5). 

History will probably say about Durrell’s own professed aims 
what considerations sound perhaps somewhat 


i 


immodest even his contribution the 
development the novel form not revolutionary the theory 
would indicate. But has written truly exciting and colorful 
chronicle life modern Alexandria; among his characters, there 
are several genuine eccentrics that will take their places beside any 
Dickens; and particular scenes like the duck shoot, the carnival 
ball, the mourning Narouz, Scobie’s death, and 
visit the brothel child prostitutes, reverberate the memory. 
While may not exactly keep company with Proust and Joyce, 
not easy equal the work Norman Douglas—and that 
has certainly done. 
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FOOTNOTES 


Key Modern Poetry (London and New York: Peter Nevil, 1952). 


Justine took weeks, Balthazar weeks, Mountolive weeks, and 
Clea weeks. See Thomas Morgan, “The Autumnal Arrival 
Lawrence Durrell,” Esquire, September, 1960, pp. 108-111. 


Morgan Esquire. 


also interesting note passing that Durrell appears indebted 
excellent guide Alexandria for some his material. 
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Darley’s Dilemma: 


The Problem Structure 
ALEXANDRIA QUARTET 


MATTHEW PROSER 


For all the intellectual grandeur Lawrence Durrell’s intro- 
ductory note Balthazar, the second volume the much admired 
Alexandria Quartet, this sequence four novels with, more 
less, the same cast characters, never quite lives its promises. 
his note the author states: “Modern literature offers 
unities, have turned science and trying complete 
four-decker novel whose form based the relativity propo- 
The first three books are not 
while “the fourth part alone will represent time and true 
sequel.” are also instructed that the rather difficult feat Dur- 
rell has planned for not mere repetition the 
Proustian Joycean methods. Durrell’s novels will illustrate 
rather than Bergsonian “Duration.” 

However, after our having read the Alexandria Quartet with 
some attention, may occur that there was, after all, little 
danger confusing Durrell’s structural method with cither that 
Joyce Proust. Nor necessarily have look away from 
Bergson order come grips with Durrell. For the latter’s work 
moments seems more directly related different school 
aesthetic philosophy, one could call for want another title 
the School Melodrama, with its techniques quick changes and 
thrilling surprises—but tempered fit the modern taste. 

that although are impressed when told the author 
experimenting “to see cannot discover morphological 
form one might appropriately call for our time,” agree- 
ment comes more easily when reading that the outcome might 


sense, that precisely what is. the average science fiction 
story really more concerned with the thrills and spills space 
travel, the surprises astonishments, 
rather than the ultimate metaphysics time and space, so, its 
own terms, Durrell’s story. This not say the Alexandria 
Quartet without virtue interest. Quite the contrary, Lawrence 
Durrell exhibits prodigious talent, even virtuosity, the areas 
description and prose style; but “time and these 
can only say that they have perhaps less with his entire 
production than the author may aware; or, the other hand 
they have something with the final “outcome,” this some- 
thing damaging rather than salutary the total effect. 
when the author describing individual scenes 
moments his characters’ lives that meets with success, not 
when attempting willfully slide the axis time through 
the four novels and then tell hopefully they are all spinning 
once. For they are not. Each one spins separately; each has its own 
story relate. Indeed, some cases the respective stories seem 
connected only because the author tells they are. 

Let for example, the main story Justine, first the 
four novels. delivered the first person Darley, the 
very account are reading. The scene is, 
course, Alexandria, corrupt, fleshy, phosphorescent with despair. 
Here the hero, school teacher and would-be writer, already 
involved with Melissa, dancer one the local night-spots, 
when Justine, intense and beautiful Jewess married 
wealthy Copt the name Nessim. Justine fascinating 
creature number ways, not the least which her 
nymphomania, the result having been raped relatively 
tender age unprepossessing relative. Darley, make long 
story short, hooked, but the love affair, might expected, 
not without its difficulties. Not only Justine incapable 
deriving sexual satisfaction, but Nessim, who meets Darley through 
his wife, knows the affair. quite clear Darley that 
Nessim and Melissa, the latter rejected and ailing with tuberculosis, 
are getting short shrift. Nevertheless, Darley cannot break off with 
Justine. Their affair continues burn with Lawrentian fires 
despite the fact that they are causing pain others and them- 
selves. the same time Nessim’s conduct remains somewhat 


unaccountable. apparently incapable stopping the romance. 
This learn due the unique relationship shares with his 
wife. Justine, suggested, though promiscuous throughout their 
marriage with this gentleman that, merely attempting find 
her way back Nessim through her lovers. Nessim, gentle and 
loving, aware this and, considering the painful proportions 
Justine’s neurosis, are willing give him the benefit 
the doubt. keeps his eye Justine, but not unkind word 
said Darley. Yet his self-restraint bears bitter fruit. The gentle 
and permissive Nessim begins lose control himself. becomes 
the victim severe headaches and terrible nightmares. must 
seek relief. begin smell blood. 

Now, fair, all this moves along convincingly enough. The 
love affair believable one, the suffering intense and affecting. 
With what shock comes, then, learn the beginning 
Balthazar that Justine has really never been love with Darley 
all. She has merely been using him decoy. Actually she 
love with another writer, the clever and enigmatic Pursewarden, 
character whom have been introduced, but whose close 
relationship Justine there has been hint. For some reason she 
does not want Nessim know about this affair and has been using 
Darley cover her tracks. wonder Darley somewhat 
ished and chagrined when learns the truth. can easily 
sympathize with these emotions since have been deluded with 
him. Like Darley, have gone through the entire love affair with 
Justine, only learn really wasn’t love affair after all. 
have been duped, and are slightly irritated, more irritated 
indeed than poor Darley, who always inclined rationalize 
his dilemmas into paradoxes and remain satisfied with that, perhaps 
because all our justly expended emotion has led only 
upsetting the apple cart. Not only that, are now admonished 
believe the apples have been oranges all along. However, 
although Mr. Durrell wishes believe reality has tricked us, 
remains clear that reality not responsible, whereas Mr. Durrell is. 

that may: having accepted the fact that have been 
deluded, move through Balthazar, which recounts the affair 
between Pursewarden and Justine. Darley, learn, having sent 
his manuscript the homosexual doctor, Balthazar, has returned 
him with interlineations containing material which Darley 


has been totally unaware. This new material calculated provide 
different view the between Darley and Justine. 
sure, does. For the “palimpsest-like Durrell has 
promised fact manufactured not through retelling the 


same events from different point view—through another 
speak, but rather the addition entirely 
new information. But sense this does not change the perspec- 
tive Justine; new novel its own right, one which 
could entitled Justine and Pursewarden. For the new story 
does not, like the technique silk screening, place second design 
upon the first while maintaining the integrity that which was 
already present; obliterates the first design, negates it, that 


degree must start all over again and work things out 
entirely new premise. 


But are destined learn that even this new premise 
invalid one. Mountolive, the third volume the tetralogy, demol- 
ishes the carefully delineated and detailed story Justine and 
Pursewarden’s love affair and gives new set reasons for the 
heroine’s conduct. The truth that she has been duping Purse- 
warden too, and, all things, for political purposes. has been 
working, fact, for the British diplomatic corps, and having 
affair with him she can prevent the serious investigation 
Coptic-Palestinian plot get rid the British influence 
the Levant. But this information comes with shock because 
have never been scriously allowed consider that Nessim 
involved such plot, much less that its initiator. Shocking 
too the revelation that this political motivation also the reason 
for Justine’s affair with Darley. For although have been told 
earlier that Darley has been employed spy for the Egyptians, 
he, like Pursewarden, does not take his espionage work very 
seriously; therefore, neither we. But the final revelation concern- 
ing this cloak-and-dagger intrigue comes with new explanation 
the unique relationship Justine and her husband share. She has 
married him the first place, are now told, because the 
political plot; the secrecy and thrilling vitality the scheme 
that make Nessim, ordinarily too and innocuous for Justine, 
attractive her. And Nessim, his part, has married her for 
the help she, Jewess, can give him with the Palestinian under- 
ground, 
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Thus find that sequence novels presented 
“investigation modern turns out story political 
intrigue. The love affairs with Darley and Pursewarden are 
actually engendered not mutual attraction, physical other- 
wise, but political necessity; and though the author tells 
Justine has loved them nonetheless, this seems more 
convenience his part than honest emotion hers. For, after 
all, the heroine has turned out rather slippery fish and 
have reached the point where dare not put our faith her 
her peculiar motivations. 

What are faced with, then, the first three volumes 
the Alexandria Quartet manipulation plot and event which 
bears certain relationship the melodramatist’s techniques. Vital 
information withheld from the reader and suddenly sprung upon 
him the form unmasking which supposed reveal the 
truth, but which instead cancels out the action previously estab- 
lished and veers away from the stipulated thematic content 
the story. Organically, are left with debacle rather than 
revelation because, where Durrell’s work concerned, what has 
begun like story Lawrence has all once become 
Lawrence-story. And although Mr. Durrell insists there has 
been something amiss with reality all along, can hardly blame 
ourselves for being tricked the face has shown us. For 
apparently Justine has been such marvelous actress that even 
Darley has never suspected her betrayal, much less ourselves. 
truth, Darley has been duped, and along with him, not 
simply because reality has worn mask, but because the mask has 
not revealed enough the truth make the newly imposed 
perspective convincing. Like the case the dissatisfied reader 
mystery stories, who finds the end the tale that the butler 
did it, might also complain: been given enough the 
proper information the first place, could have solved the 
mystery within the very first But instead this poor fellow 
has been treated any number Uncle Aubreys and Aunt 
Constances, false clues and blind alleys, which may full 
suspense for the average reader mystery thrillers, but which 
seem far cry from the “Space-time rather than Bergsonian Dura- 
tion” Durrell has promised us. Like our friend the mystery reader, 
are duped because the author sets out dupe us, just Justine 


sets out dupe Darley. But the masquerade succeeds not neces- 
sarily because are blind, but because the author has disguised 
reality—and here the irony—cleverly and convincingly enough 
impenetrable, black domino. 

Yet probably the most trenchant criticism can make 
Durrell’s technique concerns the freedom allows the novelist. 
using the method employed, the writer can permit himself 
the luxury saying anything wishes about character 
matter how much contradicts what has previously transpired. 
Nor, supposedly, are liberty complain about this state 
affairs, for the author can always cry: “Ah, you were not 
reality correctly. This reality. What you last saw 
Nevertheless, what prevent him from saying the same thing 
the next time his material begins grow recalcitrant, the next 
time necessity points inexorably toward inevitable end? 
easy enough tell the reader has had the story all wrong, 
but far more difficult give one’s characters inner core 
necessity which remains consistent until the novel’s termination. 
really harder stop over-protecting one’s characters and let 
them, after they have reached maturity, lead their own lives. 

Indeed, perhaps this very freedom which have been 
speaking that allows our author create four stories out one 
and suggest the introductory note Clea that the Quartet, 
saw fit, could continued further installments. 
sure could. Simply deny that all the events experienced heretofore 
have been “real” and can continue writing forever. But 
noted that novels which can expanded “infinitely” actually 
work themselves out some sort fateful end—that although 
can expand and universalize their implications into infinity, 
always have strong sensation that the story’s events could 
further without destroying both the structure the book and 
the point the book trying make. Witness, for example, 
Hawthorne’s The Scarlet Letter, novel sufficiently full masks 
and mystery. All need announce, Durrell does with 
one his characters, that Dimmesdale not really dead the 
book’s conclusion and too can write sequel. But such 
announcement would somewhat destroy the thematic implications 
Hawthorne’s novel. Yet this the technique Durrell has been 
using throughout all four his books and which could make for 
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The whole question “installments” further illuminates the 
relationship Durrell’s Alexandria Quartet the techniques 
melodrama mentioned earlier. Like the serialized “Perils 
Pauline,” its episodes also could infinitum. But 
look more closely can see that what seems purely structural 
problem actually derives from aesthetically philosophical defect, 
least insofar the writing novels concerned. are told 
Durrell that his novel built the “theory relativity,” 
and may take this mean that reality, rather than being 
simple unified entity, going complex “masks.” Thus 
one point Mountolive when are deepest 
machinations, Nessim complains Justine about eternal 
play-acting one has indulge even with one’s His 
wife responds the following manner: she said thought- 
fully, sorrowfully after moment, closing her eyes, “Ah Nessim! 
Then should not know who 

Her statement symptomatic the entire novel. book 
which does not know what is. reality totally dependent 
upon the mask happens wearing the moment. The 
Alexandria Quartet’s problem congruent with Justine’s because 
just she cannot identify her own true face behind the several 
masks she wears, behind the roles she plays, the same way 
cannot identify the real truth behind the several faces the novel 
presents us. The book kind illustration behaviorist 
psychology. The characters’ personalities are not integrated; they 
are symptoms the moment. know this true because 
Darley, who writing our book, tells does not believe 
the integrated personality. Thus, one supposes, justifiable 
have woman initially and realistically presented sophisticated 
type, neurotic involved completely with herself and her love 
affairs, turn out ardent Zionist who flees Egypt one 
point apparently and live Kibbutz. 

But also might suggested that behaviorism, whatever its 
success the world outside novel-writing, inappropriate 
means presenting the human psychology piece fiction. 
dangerous both structure and delineation character 
because allows, least Durrell’s case, permissiveness which 
countermands the whole concept organic unity, and indeed, 


the idea upon which this concept part constructed: that 
the organic (as opposed the unintegrated) personality. 
looking the matter more simplified terms, sees 
that the author refusing establish integrating reality 
behind the many masks presents us, can give any reason 
may desire order explain sequence events some action 
the part character and then describe scenes which 
this explanation enacted. Since there ultimate reality behind 
the masks, cannot check see whether his explanation 
fact possible even probable, and evidently must accept 
whatever material gives true—until later gives 
another explanation and then another, each which must 
accept although they all demolish each other. this 
manner can the author manipulate events whatever way 
wishes, creating new material while trying convince 
old material, creating inconsistencies and labelling them “masks” 
make them acceptable 


and this irrespective what 
has preceded, irrespective initially presented 
real enough, and irrespective the theme chosen for the novel, 
that “modern love.” short, this way can the author write 
kind melodramatic political thriller and ward off criticism 
invoking “science” and and scaring the pedantic 
traditionalists away. 


However, might objected that Darley and Durrell 
come final vision the real situation involving the hero and 
heroine and that this presented the last book, Clea. that 
may. Even the integrity this reality lacks the trustworthi- 
ness may seem have. Has not the author himself suggested 
his book could expanded into even further installments, and 
would not this done the same method has previously 
employed? Would not once again merely tell that this last 
reality was only illusion? Morcover, informative note 
that the final vision reality Clea presented connection 
with aesthetic recognition the part Darley which, 
surprisingly enough, admits the very failure the techniques used 
the first three books. Clea Darley comes the following 
conclusion about his former interpretation reality, the interpre- 
tation implicit Justine, Balthazar and 


was only now, tracing out the lines written that rapid 
unfaltering pen that realized that poetic 
transcendental knowledge somehow cancels out purely relative 
knowledge, and that his black humours were simply ironies due 
this enigmatic knowledge whose field operation was above, 
beyond that the relative fact-finding sort. There was answer 
the questions had raised very truth. had been quite 
right. Blind mole, had been digging about the graveyard 
relative fact piling data, more information, and completely 
missing the mythopoeic reference which underlies fact. (176) 


And—we might add—the reference that underlies the 
events plots and the consistency characters novel.? 
the excerpt above Darley himself explains why his own writing 
has failed, and doing inadvertently tells why have 
difficulty with Durrell’s. For both have been writing the same 
sequence books and each has described his art similar rela- 
tivistic terminology. They have created least three novels based 
admittedly faulty concept, concept which 
has mistaken facts—information—for reality. Furthermore, 
have been inveigled into reading all these books, constructed 
they are with hole them, without any real center, before the 
admission comes. what Darley tells true, and seems 
be, may well ask why Durrell presented his book the press 
all. Fortunately for both authors, however, not take 
Darley completely his word. not find his work utterly 
useless. Indeed, see much potentiality the old mistaken 
Darley the new enlightened one, and are pleased has 
come the correct conclusion intellectual level despite the 
fact not realized artistically even the last novel: 


was now only that 
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uration own life had taken its from 
those elements which lie outside the relative life—in the king- 


Pursewarden calls the “heraldic (177) 
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begins see that “the factual the manuscript” 


were poetically true—psychographically you like,” 
but that has failed render the poetic truth his book. 
finds that artist who can’t solder the elements together falls 
short learns that Clea, the real artist, right 
when she says: 


think, dear, you have mania for exactitude and impa- 
tience with partial knowledge which well, unfair 
knowledge itself. How can anything but imperfect? 
suppose reality ever bears close resemblance human 
Myself would like content with the poetic symbolism 
presents, the shape nature (119) 


But Darley, and Durrell, have not been satisfied with the 
shape nature. Their four books illustrate the very difficulty 
Darley discovers, and Durrell finds out through him. 
insistence the sanctity fact has actually violated reality. 
attempting make many facts possible the faces reality, 
and then denying them, has lost integrated sense the 
real his novel. praise him must fall back separate 
and individual sections his four-volume work. His many truths 
which become many falschoods have demonstrated not the drama 
modern love, but kind virtuosity—the ability manufac- 
ture many thrilling and provocative scenes possible, regardless 
organic consistency, and hope they can all seem real. But 
they cannot, unless isolate cach one and investigate its indi- 
vidual virtues: compare them, try bring them together even 
“Space-time,” and they cancel each other out. 

Nevertheless, despite all these hard words Durrell’s work 
certainly better than ordinary melodrama, although both the 
Alexandria Quartet and the average mystery tale adventure 
story even soap opera share dependence upon material 
out “fact” that their respective structures are built. 
The difference that Durrell can write. truth, his facility with 
language moments amazing. His Alexandria Quartet, similar 
its capacity for demonstrating all the writer’s literary talents to, 
say, Fitzgerald’s This Side Paradise, presents with some vital 
character sketches, impressive erudition where matters such 
the cabala are concerned, addition trans- 
lations the poems Cavafy, four-line epigrams real wit 
the name Pursewarden, some literary criticism (brilliantly clever, 
not always completely fair accurate), some wonderfully 
evocative descriptions Alexandria, some even better descriptions 
the desert, and general impressive vocabulary and style 
once perserving and flexible, lyrical and intellectual, telegraphic 
and discursive: short, the Alexandria Quartet kind 
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Collected Works Lawrence Durrell and provocative and 
many ways resplendent tour force. 

Certainly too, must acknowledge that this range talents 
and accomplishments promises much for the future. However, let 
hope the artistic lesson Darley learns from Clea and Pursewarden 
will bear fruit Durrell’s next book. Until then, might 
appropriate temper our compliments with reprimand taken 
from the pen that masterful, but infuriating novelist, Purse- 
warden. They are words, matter fact, directed towards 
Darley himself: 


this something which you did not take into account when 
you chose compete for the Heavy-weight Belt for Artists the 
Millennium. too late complain. You thought you would 
somehow sneak the penalties without being called upon 
more than demonstrate your skill with words. But words they 
are only harp, cheap xylophone. Even 
can learn balance football its nose play the slide 
trombone circus. What lies beyond (Clea, 135) 


UNIVERSITY WASHINGTON 


FOOTNOTES 


observed also that Hawthorne establishes his ironical view 
reality, not withholding essential information from the reader, but 
giving the reader while keeping from Dimmesdale. The fact 
that know Chillingworth out destroy the reverend, while 
Dimmesdale does not, increases the intensity the situation, while 
providing with duplex view reality whose underlying explanation 
remains essentially simple and undivided. other words, know 
exactly where are despite whatever ambiguities might found 
Dimmesdale’s conduct itself. 


Ironically, Pursewarden himself throws out one point suggestion 
“curvature space” which would make the human personality “pris- 
Apparently, despite his valid criticism Darley, fails see 
the danger this plan. Such view reality might severely undermine 
the “heraldic universe” proposes the hero. Indeed, Pursewarden’s 
plan seems identical the one Durrell has described his prefatory 


notes. 
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LOVING: Comic Novel 


THOMAS CHURCHILL 


One attitude towards the comic novel find mildly disturbing 
explains necessarily having social purpose, message; 
another the fecling and stated number critics 
that, besides being the comic novel must deep, 
dark, double-surfaced, and above all, serious. bring this 
because the most recent Critique (Fall-Winter, 1960-61) Mr. 
Earle Labor, closely argued essay, says about Henry 
Loving: Green’s social message enveloped such mood 
high comedy that are apt overlook its seriousness; are 
even more likely miss starker, more universal theme deftly 
manipulated merely felt with occasional chill” (33). 
Loving, agree, serious; mean that fine comic novel and 
deserves close reading. feel, however, that for Mr. Labor, the 
novel’s and its “more universal seem have 
with air,” malignancy, “the atmosphere dissolution,” 
eroticism, and the “appalling symptoms cancer- 
ous These qualities may found Green, sure, 
but more important the fact that his novels, and especially 
Loving, are for the most part extremely funny. Now find that 
the idea that writer quality can actually funny upsetting 
and embarrassing many “serious” people. That is, they can warm 
comic writer who serious, savage, and satirical, but have 
difficulty accepting writer who seriously dedicated making 
them laugh. Mr. Labor, think, one these, and result his 
reading Green seems both over-solemn and not really supported 
the text. quick example: feels that Mrs. Tennant might 
well speaking the novel’s meanings” when she says, 
something behind all this Violet. It’s Let 
repeat the quotation its more complete context. Complaining 
keeping the peacocks indoors, Mrs. Tennant tells her 
attempt get through him through Raunce: 


Cc 


know what answered? Sheer Impertinence really. 
had the cheek stand where you are now and tell that 
was use his going interrogate the lampman, can’t you 
hear him, because understand word 


She goes on: 


course Raunce was lying. understands perfectly what 


says. There’s something behind all this Violet. It’s 


The context for her remark includes, besides the lines that precede 
it, all the previous encounters between Paddy and Raunce, encoun- 
ters which have fixed our minds the feeling that Raunce has 
compulsive fear the Irishman because honestly cannot make 
out his brogue. Mrs. Tennant’s then, becomes perfect 
non sequitur because know her have about much authority 
Mrs. Malaprop, and because Charley’s unreasonable fear 
Paddy has been dramatized number times before. The thing 
Green trying seriously here give his readers (and his 
critics) every reason they could want indulge that rare 
physical and mental exercise—laughter. 

Having said that Loving for the most part extremely 
funny novel, the rather unenviable position having 
point out those amusing places. First, let’s look the dove-cote. 
Mr. Labor describes once the and most horrifying 
episode the (35), and feels that the fragments Nanny 
Swift’s narrative (the “story the two white doves that didn’t 
heighten the comedy and horror what 
going with grotesque realism (36). Here, course, 
agree with part his statement, but not with the idea that the 
doves’ Darwinian tumbling horrible; nor feel that the term 
“realism” very useful when are confronted with vision 
life purple Green’s. Green says that the doves are 
murdering, and making love again,” but not think one can 
quite call this realism. What have here animal life given 
human terms, and the effect, there much one, heavy 
humor. The effect the whole scene, which includes Nanny’s 
bland and blind story, the doves’ strife, and Albert’s gutter inter- 


pretation both one little like that given one critic 
describe the Miller’s Tale: “broadly smiling Albert 
contributes most this effect with these lines: 


hat’s ripe that 


‘It was baby ‘and nude. That big bastard pushed 
(61-62). 


sure that and may seem too 
strong for good many Green readers, convinced his subtlety 
and the privacy his humor; but have only look couple 
scenes Concluding, the novel closest Loving quality and 
tone, see that effect brought off most obviously. 

Green sets the stage for Sebastian and return from 
the woods confronting five six girls sent pick azaleas and 
rhododendron with Daisy, Mr. Rock’s enormous and sensual pig. 
she they cry through “flowers held bursting 
Daisy “lay, very white, froth straw and dung 
which fumed the warm day. She was her side and twelve 
most delicate fat dugs pink struck out from trembling belly 
saw toothed (59).2 The atmosphere thus charged 
with hefty sensuality, giving Green the perfect background 
against which display Sebastian’s rough-hewn guilt having 
found rust-haired Merode the woods and wearing Institute 
pyjamas. And this same spot where Merode was found stretched 
out pyjamas, Elizabeth returns with her lover wipe off the 
memory “by cruder means.” They lie “stark naked one another’s 
arms,” then Miss Baker minces past, and Elizabeth, thinking 
expression there would have been about the Principal’s nose 
this lady had come upon her lover now was,” burst into 
“such loud, gurgling laugh crucl, delighted ridicule” that 
sends “wooden with (153). Miss blood 
runs cold, she breaks into trot and “—Oh, she thought, our 
beautiful Park seems suddenly full vile cross currents” (154). 

Though goes “wooden with horror,” are not 
horrified. the main nervous sensualist; Elizabeth 
frightens him she does with our sympathy, just she has the 
reader’s sympathy her ridicule Miss Baker, inveterate 
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prude. Part the ridicule supported the fact that Liz 
stark naked. Baker does not see her, though she does imagine “vile 
cross but the reader does; aware her nakedness 
forming the basis the shock effect and the broadly smiling 
humor the scene. Daisy’s enormous fleshiness she lies breast 
breast with the six girls from the Institute does something 
the same kind thing for that episode already mentioned. 

Getting back Loving and the dove-cote, nakedness not 
manifestly present, but the animalism there, residing Mrs. 
Welch’s Albert. One can see him—grinning, gap-toothed, big- 
headed, looking something like the little boy who shows now 
and then Charles Addams’ cartoons, only not sinister. 

Green relies heavily the animal his presentation Paddy 
too, who displays that quality first early scene 
which Raunce tries frighten Miss Burch and the girls into 
believing that the might attack any moment. Paddy, 
whose Irish totally incomprehensible Raunce, thus personi- 
fying underground fear being exposed savage country, 
mouths something which interpreted meaning that the IRA 
would see the Irritated, Raunce promises that would 
have shells for the ladies case they were attacked; but Paddy 
destroys his cavalier offer and the image Raunce trying estab- 
lish with great braying laugh.” One more instance animal- 
humor Loving: the servants’ revelry lisping, where, led 
Charley, they try minimize the fear which the insurance 
man has left them wildly indulging imitation the man’s 
speech impediment. course would not insist that the dominant 
humor Green animal, but avoid when appears miss 
good deal uncomplicated laughter; and call that animalism 
horrible forget that can laugh what funny. 

But Mr. Labor’s and divergent ideas Green’s comedy lead 
more basic disagreements than these. For instance, Mr. Labor 
finds that Raunce “surely dying from surfeit loving,” and 
that “with this fairy-tale ending, Green flings the last shovelful 
dirt from waiting grave” (Critique, 38). Mr. 
Labor also finds Raunce changing spectacularly during the novel. 
But more important, feels, “is the transformation Edith from 
naively pretty housemaid into love-goddess and 
states that “the novel whole more nearly resembles the late 


tragi-comedies—inverted, however, for here prevailing mood 
comedy concluding with premonition tragedy 
(39). sees Charley “caught the insidious mech- 
anism loving,” and points out the parallel between the “love- 
the doves and Edith’s kiss, her lips sucking him 
and heady” till feels drained blood. 


Surely there parallel between these two scenes, and 
important one acknowledge, but think run the danger 
absolutely misinterpreting Green call Raunce and Edith’s 
“insidious.” From the parallel would willing 
say only that Green seems pointing unavoidable simi- 
larity between the physical processes human love and animal 
instinct. Raunce trapped Edith’s embrace, but remembering 
the way she has been presented, who could mind? Her trap can 
little worse than tender, however unavoidable. call Edith 
and destructress,” see their kissing insidious, 
and hint tragic dissolution for Raunce, reminds 
line from genre entirely remote from this novel’s: “Her lips suck 
forth soul: see where Remembering that line 
this context may slightly dishonest, admit, because anyone 
would agree that the connection between Edith and Helen 
entirely spurious. But accept Mr. Labor’s criticism would lead 
that direction, just his analogy between Raunce and 
Antony, and his pointing out that Edith discovers Mrs. Jack and 
Captain Davenport bed that recalls Barge She Sat In,” 
leads equation which seems most difficult support— 
between Edith and Cleopatra. find difficult see connection 
between Edith and Cleopatra because there seems very 
little the novel which prepares take her this way. But 
will into detail about this point later on. Getting back the 
question genre, even could accept the idea that Raunce 
dissolved Edith, doubt that the term would 
apply, especially find him “rancid” and “over-ripe for 
burning down.” nothing, Edith has “destroyed” nothing. 
one cares. 

order for one see Edith love-goddess and destructress, 
one must agree that she has gone through “magical metamor- 
beginning with her “shock recognition” upon discover- 
ing Mrs. Jack and the Captain Mrs. Jack’s Cleopatra-like bed. 
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Perhaps her discovering them does hint that she sees bit 
herself that bed, that after the recognition she unconsciously 
predatory, her interests that moment changing from vague 
subliminal longing real desire bring Charley similar 
bed, hence domination. One can allow good deal for this 
interpretation just that Stephen Dedalus implicated 
the dirtiness the word discovers carved the 
school desk. But Dedalus does not the discovery suddenly 
become evil, because someone else has done the 
deed. Mr. Labor points out that Edith’s coming upon them the 
lush bed brings mind the barge description from Antony and 
Cleopatra, “with all its heavily erotic agree, but only 
that she involved the eroticism association. Mrs. Jack and 
the Captain must bear whatever guilt arises from the scene. (And 
perhaps guilt too strong; eroticism too strong, because the 
episode primarily comic.) 

main point here that Edith does not change noticeably 
during the novel, and that her finding the adulterers has little 
more effect upon her than that which have pointed out. She 
pretty and giggling when meet her, and after 
great “fronts” her and the Captain’s head disappear- 
ing beneath the sheets, she goes tearing off find Kate that 
they can indulge most Bacchic giggling session. 
session, with its tumble-gasping and Kate’s 
care, wet has effect good deal like the 
animal-hysteria the servant’s lisping scene.) Edith can viewed 
another way than love-goddess after her discovery, and way 
which agrees with the novel’s comic tone. Loving’s resolution seems 
patterned after most good situation comedy 
spearean comedy 


and even Shake- 
where the final acts complications are 
resolved and those who have been the most clear-sighted are 
usually rewarded with marriage. one Kinalty Castle ever 
clearly sees, admits seeing, the adultery the house sup- 
porting. one except Edith. Nanny predominantly senseless, 
could not possibly expect our views the Castle 
clarified any interpretation she might give us. Mrs. Tennant 
and Miss Burch know what going on, but the first too timid 
bring into the open, while the second simply will not admit 
what she knows. Held rigid decorum, Miss Burch can only 


respond finding Captain Davenport the wrong bedroom— 
puttin’ ‘is shirt But can trust Edith tell all, 
and because she remains clear-headed and candid throughout this 
novel, can trust her come out with husband. 

have said that nothing the novel prepares see Edith 
destructress, and that there thematic reason for taking her 
this way. Cleopatra’s case every word she utters, every gesture 
she makes anticipates that beautifully destructive line, little 
thought You would have followed.” Plutarch’s Lives and Shake- 
title, Tragedy Antony and Cleopatra,” give 
initial reason for seeing her destructress, and reading the play 
justifies our feeling. Every word Edith utters more firmly fixes 
that she the comic heroine comic novel. were 
link her with anyone from Shakespeare, might, sug- 
gested, take someone from the Comedies the Romances. The 
analogy would not hold, though, since almost all Shakespeare’s 
comic heroines not only sexually knowledgeable and 
earthy, but witty. Edith becomes sexually knowledgeable and, 
surrounded doves her purple skirts, she clearly has tie with 
the earthy, the passionate; but don’t think she can called 
witty, destructress, 

Mr. Labor points out that Giorgio Melchiori The Tightrope 
Walkers (London, 1956) has compared 


‘the atmosphere richness and seclusion pervaded threat- 
ening sense foreboding’ Henry Green’s novels with that 
Game Chess’ from Eliot’s The Waste Land. 
has also suggested connection with Shakespeare, but 
indicated how close Loving specific works. For 
example, the notorious bed which Edith discovers Mrs. Jack 
and Captain Davenport, ‘boat-shaped, black and gold, with gold 
oar the immediately brings mind the lush description 
‘The Barge She Sat In’ from Antony and (39) 


has not 


Melchiori connects Green with Shakespeare through 
removes, trying, among other things, show that Green bears 
stylistic affinities with Eliot, Swinburne, Coleridge, Keats, and 
that all these styles owe debt Shakespeare. His reading 
puts Green place, helps sce him something besides 
lunch-hour dilettante unconnected with literary tradition. When 
points out that the language the opening Game 
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Melchiori surely aware the specific Shake- 

spearean work Eliot alluding to—is closely related the 

beginning the second part Concluding, can accept this 
and grant the relationship style. But think that about far 
can take the issue, unless grant, too, that the language 
the passage which Labor refers casts over gambollings, 
“erotic overtones.” 

Melchiori, fact, make the stylistic echo vaguely 
thematic pointing out that Concluding the idea “cruel 
shatters the “quiet serenity” the girls’ waking for 
tea. The more important point for him, however, that there 
fundamentally poetic stimulus the root the novelist’s 
Mr. Labor makes the relationship wholly thematic, how- 
ever, which leads him say: “Like Antony, reductive though 
the analogy may be, Raunce lured away from his sense duty 
and patriotism the lethal force loving.” But “duty” implies 
cause, and Mr. Labor has earlier described the service that Raunce 
sense patriotism: certainly not going England enlist 
one Waugh’s commando teams, fly with Albert the 
fears are every day being justified real bombs, while 
Raunce’s fears are only film guilt personified the innocent 
Paddy whose speech Raunce can’t make out, and 
the equally innocent “IRA” man, Mike Mathewson, whose speech 
switches from fawning lisp the stern jargon the business 
world, who shatters Raunce and makes him realize, though 
not his purpose so, that Charley’s chances success 
Ireland are practically nil long continues feel the guilt 
being away from his Mama while the bombs keep dropping 
the homeland. 

have heard people wonder over the fact that Green titles 
most his novels with gerund, but not many seem able discuss 
with any confidence his reasons for doing so. Therefore was 
particularly interested Mr. Labor’s that the implications 
the gerundive ending the title (Loving) are that have 
“Instead set relationships fraught with misunder- 
standing, duplicity, perversion, frustration, and pure, undefiled 
And this, and certain bestiality well, resides 


discriminating use the (34). have always 
suspected that Green titles most his novels with gerund for 
somewhat the same reason calls himself Henry Green instead 
Henry Yorke—it casts hint specialness over his whole canon 
and career, and excites the aficionados. one wanted compare 
two these novels, especially Loving and Doting, might get 
some mileage out discussion their titles. fact, Arthur 
Middleton, the protagonist Doting, does make distinction 
between love and doting: doting inferior, second-hand 
kind relationship, and characterizes the feeling between 
Arthur and Diana, between Arthur and Annabel Paynton, and 
between the Middletons and their son. Loving has with real 
emotion, and something which Arthur can only talk about, 
not feel. But Edith and Raunce love, and Kate and Paddy. 
The language Loving and Concluding rich, ripe, and sensuous, 
while that Nothing and Doting crystalline, bright, and brittle. 
This language underlines the feeling get moving the 
later works after experiencing the energy descriptions like those 
Paddy asleep the saddle-room and the girls the Institute 
waking voluptuously into late afternoon sun. One cannot miss 
the feeling sea change reading Doting after Loving. 

The main lines loving the novel, Mr. Labor points out, 
run something like this: “Bert-Edith, Kate-Edith, Raunce-Edith, 
Kate-Paddy, Paddy-the peacocks, and Mrs. Jack-Captain Daven- 
Some these die out, one discovered, another—the early 
and vague lesbianism between Kate and Edith—becomes two, 
not genuine, least heterosexual loves. The resolution the loves 
Paddy-Kate and Raunce-Edith again like something from 
Shakespeare Twelfth Night)—the working out “proper” 
love from the remains impossible one. (Kate and Edith’s 
vague lesbianism would impossible sustain comic novel, 
course, but can look this early bit though 
one the girls—Edith—were disguise.) 

have only mention the problem the protagonist and that 
the tone the ending. can keep away from the hackneyed 
and number other similarly weak phrases 
accept Loving comic novel, comedy manners within that 
tradition. For some people, Raunce, who nauseated the out- 
doors, may have more than his quota neuroses qualify 


lee 


comic hero; for others may little too shrewd. But suits 
taste almost much nervous Lucky Jim, sick Gulley Jimson, 
and crafty Basil Seal. think can sympathize with his infirmi- 
ties, and surely better match for Edith than his yellow 
pantry boy. recognize most the novel’s conflict through him, 
and that generally the way locate central character. 
Raunce and Edith’s living “happily ever quite 
likely that Green might spoofing with the fairy-tale language 
the close, but what evidence have support the idea that 
they don’t live happily ever after England? Very little within 
the limits the novel, think. Raunce exchanging false and 
slightly neurotic position for one England where the bombs fall 
every day. making break into responsibility and deserves 
fair treatment the future. The important point this connec- 
tion, however, that have special need, or, indeed, any 
right, guess how people novels are going “turn out.” Not 
many are satisfied with such crop hay never,” 
even though that all have; but Forster says, one 
really end novels. are not obliged think Raunce and 
Edith happy unhappy, after all, but the direction and 
planning the novel should allow see them make the 
crossing. And take Loving comic novel, funny one, 
and are serious enough laugh its funny parts, then for one 


weak moment perhaps might take that “happily ever after” 
quite literally. 
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FOOTNOTES 


Quotations from Loving are from Doubleday Anchor edition (New 


York, 


Quotations from Concluding are from The Viking Press edition (New 
York, 1951). 


The Novels Hartley 
Curtis WEBSTER 


recent symposium about the “New Novelists” The 
London Magazine (Nov., 1958, pp. 13-31), Hartley was 
ranked among “the best” them three the four contributors. 
Since Hartley his slightly strange that the 
well-informed think him contemporary. Although 
usually esteemed England and, lesser degree, America, 
there mention even his name seven books that discuss 
contemporary British fiction which have appeared within the last 
ten years. five other recent books and pamphlets that cover the 
same ground, dismissed with flattering paragraph page. 
The one exception among these Walter Allen’s British Council 
pamphlet, The Novel Today, which there are two perceptive 
pages. None Hartley’s novels has sold well several 
those Kingsley Amis and Elizabeth Bowen, whom surpasses 
equals stature. There have been extended treatments his 
work apart from several unpublished theses, one which discusses 
length the influence psychoanalysis upon him. found the 
latter interesting and sometimes valid despite the fact that has 
never been psychoanalyzed nor read any the psychoanalysts. 

From what have seen and heard appears that there only 
desultory knowledge his work even among such informed con- 
tributors those The London Magazine symposium. Anthony 
Quinton calls The Boat (1949) “the nearest thing great 
novel that can discern the postwar years,” apparently disre- 
garding the trilogy Eustace and Hilda (1947) and 
ber Hartley’s other fine novels. Lettice Cooper agrees about 
Hartley’s stature but selects examples The Go-Between 
(1953) and the first volume Eustace and Hilda (The 
Shrimp and the Anemone, 1944; American title The 
West Window, 1945), about which she talks though 
were separate novel. Maurice Cranston the only one the 
three who speaks Hartley writer “over forty,” and there- 
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fore, though agrees about his excellence novelist, 
books. Such desultory comment may English offhandedness 
legitimate difference taste, but wonder why one mention- 
Fellow Devils (1951) considered his trilogy 
entity. Perhaps, even these days quickly swelling and subsid- 
ing reputations, Hartley is, Cranston says, “the sort writer 
who has win his recognition slowly”; perhaps the fact that 
published novel between Simonetta Perkins (1925) and the 
first volume the Eustace and Hilda trilogy (1944) has had 
good deal with his neglect. (Quantity, least book every 
other year, often equated with quality nowadays.) Certainly 
quiet unpretentious and undated fiction deserves more 
serious consideration than has received. 

Admittedly would easy underestimate Hartley one 
happened pick the wrong novel even the wrong two 
three novels. Despite the fact has never written meretriciously 
and has always felt the novelist’s responsibility show 
his work feeling strong as, stronger than, the feeling has 
for his own life,” like every novelist has sometimes failed rela- 
tively. All his novels are worth reading but scarcely seems 
mandatory that the reader who has time for only the best should 
read most his short stories (four volumes; Night Fears, 1924, 
the first), Simonetta Perkins, Perfect Woman (1955), 
The Hireling (1957). Although one his major preoccupations 
—the difficult fight the individual distinguish between 
orders and what society, increasingly oppressive and increasingly 
inclined level down, both his first novel, 
Simonetta Perkins, and Facial Justice (1960), the first novel 
spoiled somewhat too sedulous apeing Henry James, just 
Perfect Woman hurt its plot that commands 
the characters’ actions little artificially and The Hireling 
marred its melodramatic ending. Better than these three but 
not good his best are Fellow Devils and Facial Justice. 
His best novels are the Eustace and Hilda trilogy, The Boat, and 
The Go-Between, three the most significant novels published 
our century. 

Not even his three most distinguished novels make their claim 
permanence obviously. Nowhere does one find the stylistic 
innovations Joyce Gide. Though learned the lesson 


Henry James about central point view defined clearly, 
allows himself liberties occasionally that suggest the “old fashion- 
Forster and the nineteenth century English novel- 
ists. His style does not call attention itself frequently that 
of, say, Virginia Woolf, because submerged substance. 
Though has read widely and has lectured often about the novel- 
ists the past and present and has evidently absorbed subcon- 
sciously more about depth psychology than many psychiatrists, 
never gives pyrotechnical display what knows, Aldous 
Huxley upon occasion does. His apparent scope not great deal 
wider than that Jane Austen Ivy his 
method suggest the great world intensively representing the 
smaller world most individuals inhabit. With Hartley, substance 
the main thing and even this approaches cautiously, circuitously, 
more like birdwatcher than hunter. Walter Allen says his 
pamphlet The Novel Today, “On the face it, his world 
small one, and apparently demure; yet reflects the uncanniest 
way the violence and the moral conflicts the much larger world 
from which seemingly isolated.” 


Hartley’s most recent novel, Facial Justice, 
esting novel about what the future may become 1984 and 
Brave New World. start with because presents his basic 
attitude toward life more expicitly than his other books. differs 
from other good non-Utopias its only superficial relationship 
science fiction (“I know nothing about science and even 
invent bogus chemical has said). is, intend- 
ed, sort satire present day trends English life, set the 
More specifically latest novel about his 
central the difficulty maintaining individuality 
society that increasingly impinges upon personal freedom and 
attempts make all identical together. 

The action Facial Justice occurs long after the third 
world war has driven the twenty million survivors into prepared 
caverns where they have become beasts with faint longings 
become human. The story centers about Jael 97, who among the 
braver half who have followed ambiguously benevolent dictator, 
“The Voice,” out onto the denuded British earth (where the 
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climate “perpetual after the danger fallout has dis- 
appeared. Jael Alpha (though imperfect “Failed 
which means that she one the relatively few who 
have not been Betafied substituting for her own the face that 
pleases everyone and has been carefully chosen panel 
psychologists. She gradually develops into the leader rebellion, 
then punished accident, and the hospital Betafied 
without her consent. But she never brainwashed the hidden 
persuaders; she remains individual revolted and revolting 
against the dictatorship, which apparently tries abolish pain, 
love, idealism, and, most impartantly, the sacred right know and 
become oneself. Finally the dictator—who perhaps felt, like Dos- 
toevsky’s Grand Inquisitor, that was necessary treat men and 
women like indistinguishable children because they could not gov- 
ern themselves—is defeated and life Britain returns chaos. 
Significantly the dictator’s last words, and this the first time 
God has entered the book, are bless you Michael, 
human counterpart Milton’s angel who has developed, like Jael 
97, freedom responsibility, and Jael are left alone, hoping 
for future. The implication that after having lived with their 
sentience carefully concealed the Eden “The Voice” invented, 
they have emerged into world where continual struggle for 
and that they will ultimately find and help others find the freedom 
within responsibility that true manhood. The book 
ends assuming the identity “the Voice,” says the wait- 
ing people, “God bless you all.” 

Within this framework most Hartley’s preoccupations 
appear. the imperfect society “The Voice” good-bad 
woman who has more hope for human nature than trust and 
who sometimes seems like Mark voice the people that 
the voice God) only horizontal aspiration commendable. 
Vicarious and counterfeit emotions are safer than 
Although sometimes allowed, the exercise free will dis- 
couraged making literally risk one’s life. get out 
aggressions and make things peaceful, all countries (and one 
never travels) are made alliteratively heatific Bel- 
“delightful Denmark,” and the 
are encouraged make jokes and draw cartoons that satirize the 
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dictator. Partly because the aftereffects fallout, the natural 
discouraged absent. Love pleasant sexual twitch. Real 
flowers rarely grow and, when they do, they are considered infer- 
ior artificial ones which last longer. The means Voluntary 
Persuasion, technique comparable the subliminal advertise- 
ments have heard were tried television. The entertainments 
are sedating most London and Broadway plays and most best 
sellers. change standards necessary the advised maxim is: 
“It easier lower standard than raise Individuality 
this society’s most serious virus with the exception the occasional 
appearance excellence. The attitude towards excellence master- 
fully parodied review writes. The review reduces 
absurdity the applauded performance inexpert pianist who 
followed exceptionally gifted one who had left the audience 
stunned into quietness. Jacl parody altogether keeping 
with the society’s ideas about language represented The Daily 
Leveler, which aims “to standardize the language 


one shall better writing than anybody else.” 


that 


Nevertheless the impulse toward individuality, toward real 
feeling, toward “goodness,” toward the realization responsible 
freedom persists Jacl 97, Michael and some others. The conclu- 
sion the book makes evident that the dictator herself has con- 
structed this unbrave new world because, like the Bolsheviks after 
the Revolution, she believes dictatorship the only way overcome 
the inherent life the caverns accentuated. Actually, 
she wants her “subjects” dare free will they when they 
risk their lives the motor expeditions the Western Tower 
Ely Cathedral, which survived the holocaust World War 
She fears and hopes that people will bet themselves rather than 
try Beta themselves. 


fails, Hartley perhaps believes all 
rulers must. Often here. and Hartley’s other human 
nature scems fated mangled conflict hetween the desire 
oneself and the fear that oneself violation 
arcanic mandates what society pretends God demands. 
How distinguish which which few the characters Hart- 
novels learn any more easily than can. 

Facial Justice and the other novels show that Hartley 
immensely gifted stumbling Christian whose characters are 
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always anxious because difficult discriminate between their 
wishes and those ordained God. Like Milton (but more awarely) 
the tension between the apparently Satanic will self-expression 
and the apparently Godlike force that impedes self-expression that 
induces the conflicts his novels from Simonetta Perkins 
Facial Justice. never thought,” Simonetta Perkins says 
his first novel, “that one result wrongdoing was ease the 
temper. feel like But she never more sure than 
religious existentialist salvation. Appropriately her moment 
ecstasy passes into tears. seems likely that and Michael 
feel much the same the conclusion Facial Justice when 
they must face the world. Indeed all Hartley’s characters all 
his novels ultimately feel both ecstasy and anxiety about the 
human situation which one alone, sometimes guided, some- 
times looking the sky and nothing else. 


Hartley’s plots convey his meaning style that does 
not ostentatiously call attention itself and are course impor- 
tant consideration his novels. But since this essay limited 
Hartley’s criticism life, both style and plot will treated 
only secondarily here. Except Perfect Woman with its 
too pat plot and The Hireling with its melodramatic close, the 
plots are always sufficiently tense vehicles meaning and the 
characters, round flat, apparently control the action rather than 
the other way around. Except for the most intense moments his 
style appropriate rather than extraordinary. typical example 
his writing from one his less successful novels, Perfect 
Woman, reads: 


Suddenly, from the midst the flatness her feet, long billow 
began form. Fascinated, she watched mounting up, hump 
green water, marbled with foam, moving slowly towards her. 
Gradually curved inwards, till was tall and hollow 
wave Japanese print. Then crest began form and the 
whole mass toppled forwards. 


this typical example his prose the use “hump,” 
“marbled,” the comparison wave Japanese print” 


stand out one examines the passage out Read con- 
text, the passage transparent vehicle through which see 
characters action that constitutes criticism life. 

The novels themselves have the unity variety that Winckel- 
mann thought the primary requirement work art. Hart- 
ley’s primary preoccupation with the efforts men and women 
realize themselves without offending God more than human 
and without offending society more than necessary. Naturally 
this involves the desire please oneself and others without being 
overwhelmed guilt impelled sadistically punish others 
masochistically punish oneself. interesting notice that 
these preoccupations reflect both Christianity deeply felt and the 
depth psychology Freud and his followers, whom Hartley under- 
stands without having read. 


Viewed from this vantage point Hartley’s novels whole 
form expanding variety within modified but fundamentally 
unchanging unity. Simonetta Perkins the story repressed 
young woman’s short with Venetian gondolier. The 
conflict mainly interior (though her mother and her memory 
her past are almost external conflicting force). Both depth 
psychology and Christianity are involved the internal conflict. 
Simonetta has rejected four suitors who pleased her mother. Her 
repressed sexuality evidenced expressions anger and mean- 
ness which she disapproves but which give her sense 
release. Her “brief with the gondolier even prepared 
for dream which “she was going down tunnel that grew 
smaller and smaller.” She purposely shocks her mother quoting 
“vulgar” passage from the Bible about “the whoredoms thy 
mother Always shame follows her outbursts. She feels 
the theological point that the will the same doing and 
thinks herself being like Hester Prynne. Yet the same time 
she wishes that heroine had lived some place like 
Venice. the end the book left open the reader 
decide whether she has come terms with both her wishes and 
which she understands only partially. 

The trilogy that followed after nineteen years near silence 
fictional account how one becomes like Simonetta Perkins 
young woman. Eustace, the shrimp who almost devoured 


the anemone, Hilda, frail boy, whose relationship with other 
children always “tinged with fearful joy,” altogether unlike 
his sister’s apparent intolerance and hostility. During his childhood 
every assertion himself followed the feeling must per- 
form act expiation, which usually supplied Hilda. 
admires, fears, loves and occasionally wishes dead his sister because 
she asks much him that can think one who would 
suit her requirements “but God The frantic ingenuity 
his neurasthenia partly ameliorated Miss Fothergill who 
believes ‘It’s great mistake not feel pleased when you have 
the Throughout his later life school, Oxford, 
Venice, and the days that precede his death (his best 
comes terms with himself), his will enjoy alternately encour- 
aged someone like Miss Fothergill and discouraged Hilda 
someone like her. never able take the advice the hedon- 
ist, Stephen: 


you would not worry yourself the Moral Law: 
Marx undermined and Freud has exploded it. You cannot have 
any personal responsibility for your actions your whole thought 
conditioned the class society which you were brought 
up, still less your mind was infected Oedipus complex 
before had attained 


His trouble that the very sensitive man too often 
denigratingly call neurotic. wants both pleased pleas- 
ing” and like the saints the West Window the cathe- 
dral Frontisham. His death wish for womb-like, tomb-like 
state” and his wish experience everything and get down 
paper while living like angel are almost exactly balanced against 
each other until the conclusion. The counterpointing conflict 
between Eustace and Hilda that represents every man’s conflict 
resolved tragic ecstasy finally when Hilda agrees that the 
passage recalls from the Apocrypha correct: 


But the souls the righteous are the hand God, and there 
shall torment touch And having been little 
chastised, they shall greatly rewarded: for God proved them 
and found them worthy for Himself. 


account Eustace and Hilda emphasizes Eustace’s 


conflict with and victory over his neurotic tendencies, but the 
novel anything but case history. Eustace fully and movingly 
drawn both his small and his large moments: one sees and feels 
with him his delight with the coast town Anchorstone, with 
Venice, hears and feels his pleasure the gay 
conversation Venice and Oxford. His last day, when with weary 
determination proves that can both himself and thoughtful 
others, triumph one finds only tragedy. 

Though she seen primarily through Eustace’s only partially 
comprehending vision, even Hilda becomes fully drawn and 
sympathetic character before finish. Within the limits her 
temperament and her imposed duty take the place Eustace’s 
dead mother, she means and does well. The other characters, 
some forty them, are drawn well and proportion. Minney, 
the indulgent nurse; Nancy Steptoe, pretty and newly rich; Dick 
Stavely, minor Lawrence who venturesome and insecure; 
Stephen Hilliard, wit who hides his seriousness when can; 
Lady Nelly, Miss Fothergill, the gondolier Silvestro—all these 
are memorable themselves and for the way they function the 
development Eustace. 

Eustace and Hilda shows dramatically the possibility 
salvation; The Boat concerned with larger 
problem: the relationship sensitive and confused humanist 
his country time war this relationship represented 
the attempt the protagonist preserve “the right and 
duty human being treat another end himself, 
access another’s heart.” 

The action The Boat Timothy Casson’s private war 
row his boat river that the established upper-class residents 
reserve exclusively for fishing. For Timothy boating symbolic 
and represents (like Henry’s dive into the river Farewell 
Arms) both and “renewal.” Timothy’s effort 
obtain boating rights used skillfully that, the Rector 
the small village that microcosmically represents the macrocosm 
says, the whole relationship the individual 
The feelings the many from every class and caste 
who become involved the struggle about boat are 
intensified because the action takes place during World War 


which Timothy does not serve. Among the many characters who 
influence Timothy are Magda and Vera, Communists who feel 
that boating proletarian pastime while fishing the carefully 
guarded privilege the rich. For them, and for Timothy 
planned it, successful rebellion against the conservative residents 
paradoxically both victory for Communism and for individual- 
ism. Another friend, Esther, plausible mixture aesthete and 
patriot, understands better than Timothy the community’s stand 
against him. She says, “In one way another, though with such 
differing results, the war had taken possession their minds, 
crowding out the and she.” The most powerful influence upon 
Timothy, least ultimately, Tyro, who changes from humanist 
tolerant theist during the course the action. Toward the begin- 
ning the book says: 


Ever since 1914 have loathed the spectacle humanity 
collective action; they are homicides man, and what 
nationalism, patriotism, whatever you choose call it, but 
excuse for legalizing and sanctifying the homicidal impulse. 
The State man’s greatest enemy and The State disguised 
‘my country’ the most hateful form the disease. 


Tyro’s early beliefs coincide sufficiently with those Magda and 
Vera make Timothy feel justified flying both Red and 
British flag his boat when defies the solid citizens the 
community rowing down the river. has come believe that 
the failure his life Upton has been 


because never had the courage put boat the river. 
was afraid all sorts things, public opinion, hurting people’s 
feelings, being unpopular, breaking the law and was 
snobbish too; wanted make friends with the ‘gentry’ and 
knew never could, insisted using boat. 


even thinks himself heroic Chamberlain fighting war- 
mad mob Eustace doubt would have his middle period 
had occurred the time Munich. 

But the increasingly influential and Tyro who advises 
against the boat ride (“A little patience, little forebearance, 
little understanding, little laughter, gentle laughter and all 
will well”) joins with Esther attempt convince Timothy 
that “Christian values are essential for the preservation the 
species.” After rescue from the river “by the very peo- 
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ple had set out destroy,” feels can more trust 
the innate benevolence man and the greater benevolence 
the Power that watched over them.” Ultimately accepts 
evaluation—that his “excellent intentions” behalf 
cause are that fatal desire general favorite.” 
The conclusion Esther and Tyro both universalizes the episode 
the boat and restores Timothy balanced humanity 
Hartley believes one can achieve. Timothy hates think Mrs. 
Purbright, the Rector’s wife, and Vera together (Mrs. Purbright, 
attempting warn Timothy the river’s danger, struggles with 
Vera the river bank, both fall into the river, and novel’s end 
both are dead—Vera drowning and Mrs. Purbright illness 


“Which you want think of?” interrupted 
with loud guffaw. “One, you say, was angel; the other— 
well! But remember you are just ordinary sinner.” 

Timothy frowned and again appealed Esther. 

“But, Timothy, went over all that She stopped and 
Tyro supplied the missing words. 

astigmatism.” 

“And you were only little blame for what happened 
them, not more She waited for Tyro prompt her. 

negro might for the people who get themselves 
crushed death watching him lynched.” 

“Thank you. What mean is, they the boat.” 

know,” said Timothy. left the sentence 
unfinished. Whether was weariness, the comfort feeling 
that Esther and Tyro were beside him whether 
out Upton was safety—who can say? But did not 
notice the next milestone. was asleep. 


difficult say which novel author’s best because 
the variety unity that characterizes any good artist’s work. 
Eustace and Hilda goes deepest into the process the maturing 
the individual; Simonetta Perkins best reveals the effect 
repressing the subconscious; The Boat interprets the interrelation- 
ship the individual and society with the most balance; Perfect 
Woman unique both its representation quadrangle 
and its presentation conventional man who believable 
and likeable; Fellow Devils shows better than any the 
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others how sex may identified with sin and still lead 
salvation; The Hireling represents most movingly the relationship 
between the “upper” and class; Facial Justice dramatizes 
most completely Hartley’s quarrel with post-Edwardian civilization. 
But because includes almost all Hartley’s varied preoccupations 
intense unity The Go-Between seems his best novel. 
say this diffidently, particularly when remember the high quality 
Eustace and Hilda and The Boat.) 

The Go-Between begins with the sentence, “The past 
foreign country: they things differently there.” The time 
the turn the century and Leo twelve-going-on-thirteen during 
the summer which the main action takes place. Like all 
Hartley’s protagonists, Leo Colston hopes for more than 
sibly occur. believes the coming century will realization 
the part the whole world, the hopes that [he is] entertain- 
for himself. this transformation sees himself Robin 
Hood and his friend Marcus’s sister Maid Marian, despite the 
fact that Marian above him class, seems angelic, and 
undoubtedly the cause his unrecognized sexual dreams about 
flying. expects them march purely together through their 
lives into twentieth century totally different and infinitely better 
than that Facial Justice. This his dream world (and 
dreams begin both revelations and responsibility?). the actual 
world worships Lord Trimingham, hopes and believes proper 
that Marian will marry him, and acts the go-between the love 
affair between Marian and Ted Burgess, 
sufficient “lower class” tenant against whom feels should 
prejudiced and with whom empathizes because, their 
subconscious desires, and Ted are nearly identical. The actual 
world conquers the world dream when discovers that Mar- 
ian has been charming him that she could use him 
senger Ted and when, little later, discovers her, his angel, 
and Ted, with whom identifies most strongly, the ground 
the act sexual Virgin and the Water-Carrier, 
two bodies moving like subsequent suicide completes 
the dissipation the boy’s fantasy about the world that is. Look- 
ing back upon the experience—for the whole story told from the 
point view older man tracing back the reason why 
foreigner the world emotions, ignorant their language, 
but compelled listen happiest conclusion which 
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can come (and the unhappiest conclusion all 
novels) that “the life facts proved bad substitute 
for the facts life.” The life facts did not let one down. 

intensely personal novel—indeed can think other 
book both pathetic and tragic except Ford Madox The 
Good Soldier—it also parable how the twentieth century 
deteriorated into what has become. Leo and his experiences are 
symbol what Hartley his darkest hour feels that modern 
man is: Class and caste still exist (as The Hireling); 
men like Trimingham are involved triangles not 
quadrangles (like Harold Eastwood Perfect Woman); 
degree all men are our fellow devils; the cause war 
what begins the personal level translated the international 
level; Leo’s realization—that “most people mind being laughed 
more than anything else. What causes wars, what makes them 
drag interminably, but the fear losing also the 
major theme The Boat. 

Hartley has said explicitly that one the things that troubles 
him most “the devaluation the individual” that the individ- 
ual expect the same interest and sympathy that could 
the nineteenth Although one hopes the novel writ- 
ing present will provide more hopeful answer the constant 
existential human situation, none the novels that have followed 
The Go-Between would lead one disagree strongly with Leo 
Colston’s statement about our century when his sixties: 


the twentieth should ask, ‘done much better 
than have? When you leave this room [this novel 
unfolds}, which admit dull and cheerless and take the last 
bus your home the past, you haven’t missed it—ask 
yourself whether you found everything radiant you ima- 
gined it. Ask yourself whether has fulfilled your hopes. You 
were vanquished, Colston, you were vanquished, and your 
century, your precious century that you hoped much 


No, there still the West Window Frontisham (Eustace and 
Hilda) for the humanist, the theist, the reverent agnostic, the 
West Window that symbolizes the minimum hope, symbol 
that reappears significantly the West Window Ely Cathedral 
toward which Jael dares travel. 
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Pattern and Pilgrimage: 


Reading 
THE DEATH THE HEART 


Mona VAN 


Because The Death the Heart has been read almost exclu- 
sively realistic adolescent initiation, there 
probably pressing obligation spend critical time that 
aspect its success. But calling attention another its aspects 
does seem necessary order that the peculiar nature Eliza- 
beth Bowen’s achievement understood. know other novel 
with tight and studied patterning characters, setting, narra- 
tive organization and prose style which has yet successfully 
maintained the illusion realism. Readers who are concerned 
with the resources fiction must, think, recognize and give credit 
the skill which allows operate here with such duplicity. 
Miss Bowen has exercised rigor selection from the details 
reality which have come expect from one 
major mode fiction, yet has maintained narrative surface which 
remarkably minimizes the distortions which Joyce, Faulkner, 
Woolf and their heirs have accustomed us. the rigor selec- 
tion, the formal ordering, that would like direct belated critical 
attention this 

Six the seven main characters are linked each other 
geometric pattern whose clarity concealed the author’s talent 
for individuation and our consequent faith each human 
entity. “Innocent” the label the novel supplies for quality 
mind and feeling one trio, Portia, Eddie and Major Brutt. Each 
represents different kind innocence: Portia, 16, the natural 
innocence youth; Eddie, 25, that severe emotional wounding, 
effemininacy; Major Brutt, 45, that blindness, failure imagi- 
nation. The second trio, Anna, Thomas and St. Quentin, are joined 


their common quality, experience commitment. the possi- 
ble kinds commitment, three are represented: marriage—Anna; 
business—Thomas; art—St. Quentin. Further, each member the 
first group paired with one the second order that, means 
comparison, the individual kind and degree allegiance the 
common quality may illuminated: Portia with Anna; Eddie with 
St. Quentin; Thomas with Major Brutt. Five the characters are 
fixed their emotional stance, the story, the movement which 
engages our hopes and fears, has with Portia’s progress 
toward the natural loss innocence involved growing up. The 
impact this movement the three characters 
delineates flaw the adjustment each has made maturity, the 
extent which the “loving nature” which Portia represents 
extreme and “in vacuo” has been thwarted defiled them 
experience. The impact Portia’s passage the members her 
own group likewise recorded; shakes, the case Eddie, 
and destroys, the case Major Brutt, the makeshifts means 
which the older innocents have managed get the world. 
The problem the novel poses its interrelationships characters 
whether Portia particular, since there representative 
success, anyone, can manage this perilous journey without the 
death the heart. Other aspects the writing—style, organiza- 
tion, and descriptive detail—enlarge and enrich this theme. 
Portia, Thomas Quayne’s half-sister, the one hand 
figure like the existentialist heroes Sartre who can take 
perception for granted, and the other hand ordinary adoles- 
cent whose problem learning how grown-up society operates 
aggravated the peculiar character her heritage and upbring- 
ing. Her ignorance ordinary behavior great that her whole 
being concentrated search for clues the relationships 
between people she knows. “Either that girl are mad,” Anna 
Quayne tells St. Quentin after reading Portia’s diary, and the 
purity her quest, her “hundred failures take the ordinary cue” 
combine constitute kind madness. “Each keeps, 
battened down inside himself, sort lunatic giant—impossible 
socially, but full-scale—and it’s the knockings and batterings 
sometimes hear each other that keeps our intercourse from 
utter banality. Portia hears these the whole time; fact she hears 
nothing else,” St. Quentin says. She cannot seem learn “why 
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people said what they did not mean, and did not say what they 
meant.” She comes feel, the aftermath explosions she 
precipitates, that “there ordinary life.” Through Portia’s 
sympathetic identification with “the little suffering Anna” the 
childhood drawing the Heccombs’, see that Anna may once 
have been vulnerable, open experience Portia herself, 
and can measure the distance that she has moved from such 
vulnerability. With Anna “feeling was now unwilling,” but 
she has She knows that experience not meaningful 
until begins repeat itself; she knows, that is, what she now 
is. Experience has imposed her the answer the question posed 
for Portia: the heart there ordinary life. Can one learn the 
ropes social intercourse, with its necessary discrepancies and dis- 
honesties, can one assume manner operation which gives other 
persons the security knowing what expect, and can one accept 
the same blanknesses, half-lies and weaknesses others and still 
maintain the extraordinary life the heart? For 
answer no. Hurt the failures her career, her love affair 
with Pidgeon and her attempt have children, she closes herself 
off from further vulnerability. She keeps her husband Thomas 
emotional distance and amuses herself with safe flirtation 
with Eddie, and safe friendship with St. Quentin. These two will 
never endanger her coming close. Such desperate husbanding 
feeling may one the many possible results the journey 
adulthood which Portia beginning. 

The second innocent, Eddie, has “young debauched face” 
which can look because experience has 
really touched him, and which conceals “the vacuum inside 
him.” acts, not out feeling, but out what thinks people 
expect him, continually going wrong and disrupting relation- 
ships because has real connection with people and mis- 
judges their wishes. malicious, catty, wicked mimic; also 
has “no sense proportion, thank his handwriting is, the 
“simple eye” Mrs. disarmingly unmasculine. Living 
others, flirting with them, hating them, trying protect himself 
from their touch, has notion what except sees 
himself reflected other eyes. Portia’s last look him gives him 
unbearable may some kind monster.” The facts 
that Eddie has written novel and that and St. Quentin are 
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two chosen friends link him with the novelist; they define 
each other their similarities and distances. There are emotional 
likenesses. Anna detects touch malice [St. Quentin’s} pity 
for women.” “detest{s} intimacy, which brought him 
nothing but pain,” and doesn’t wish know “what people 
Human beings have spontaneous wish for each other, 
feels, but manage get along together following the rules 
social tact. Eddie’s novel was instance literary form’s being 
used vengeance upon the world, and was made possible 
cleverness rather than knowledge. Its savage glitter came from 
his “freedom say things about life that [others too deeply 
involved For St. Quentin, writing way life, 
total and successful one; has found his manner commitment 
profession that offers traditional sanctuary for the half-open 
heart. Style, believes, may save one—that is, may mediate 
between unbearable reality and bearable distortion it. has 
intellectual qualities which Eddie’s hysteria will never permit him 
have, insight into others, knowledge, even limited kind 
wisdom. has the fullest self-awareness any the characters, 
well articulateness which allows him express self- 
definition. 

The third the innocents, the “idealistic old Major 
Brutt, kind, honest, blundering, disconnected from life both 
temperament and circumstance. Because the very extravagance and 
imperceptiveness his ideals unfit him for genuine relationships, 
born sees only the surface; never hears the 
knockings and batterings, which are truly there. The sentimental 
chromo pictures into which people group themselves his mind 
grotesquely differ from reality. unable catch the emotional 
intellectual drift gathering, being himself guileless the 
point half-wittedness. When and Thomas confront each 
other the latter’s study discuss business, sce that 
what the other might easily have become. Thomas has certain 
heaviness mind, but saved from being the totally unimagi- 
native man his unrequited passion for his wife. open 
one else, however, but fortifies himself with blankness his 
study and “has idea what people are minor every- 
thing but our passions,” thinks. not the thinking man, but 
too knows what is. has fitted into his father’s firm, 
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solidly committed it, but repelled the cynicism and suspi- 
ciousness that business has produced him, and the “competi- 
tiveness and funk” which seem him all there it. Major 
Brutt, helplessly trying enter some sort business without 
foothold, filled with childlike notions there being something 
going that “all you people are excited about,” shocked and 
unable believe the picture Thomas gives him English middle 
class business activity. 


Portia’s passage among the experienced causes them suffer 
further emotional self-definition. Her gaze and presence remind 
Anna her own defect loving, and drive her still further from 
intimacy with Thomas and the girl: “She makes feel like 
tap that turn on.” Portia’s honesty, based uncorrupted 
feeling, causes St. Quentin see nostalgically how much has 
lost trading social honor—the agreement between people who 
care little for each other not cause trouble for each other—for 
genuine honor, the total risk caring. breaks free the former 
for moment enter Portia’s heroic plane betraying Anna 
and his own carefully maintained personality the matter the 
diary. The failure his house absorb Portia’s presence points 
Thomas the weakness his marriage, and leads him see 
that “the way live Authorial comment tells that 
the Windsor Terrace comes from its attempt 
deny vulnerability implicit relationships with others, denial 
which doomed failure the lives those who live the 
world. Thomas finds relief from this uneasy 
love, and without any that discretion known more 
natural natures—which why astute men are often betrayed.” 
And Portia brings destruction the innocents. long she 
can remain child Eddie can with her, they can play games 
affection, the terrible infant can show off his adoring peer. But 
when she wants the whole him, through love, goes pieces, 
for “the Eddie inside” can given one. When Portia 
destroys Major picture life the Quaynes, telling him 
the “other person they laugh at,” the whole structure his 
tenuous relationship the world comes down. sees “what 
fiction was “how specious wisdom His 
image himself and others shatters, the illusions which give him 
“the nice way things” collapse. left with nothing. 


— 


The seventh main character, Matchett, the housekeeper, the 
only figure for whom realistic characterization modified sur- 
round her with aura symbolic importance. The whole force 
Miss descriptive talent goes establish her porten- 
tous, larger-than-life. She represents tradition, and the character 
most purely controlling the theme. Matchett “came with 
the from family Windsor Terrace, and 
offers continuous critique the flimsy bulwarks throws 
against life. Matchett knows about people and houses; she fooled 
nothing. She sees how inadequate are the ways Thomas and 
Anna have chosen “to pass thing such birth and death. 
There are traditional patterns, ceremonials for 
life’s occasions, and Matchett despises those who have cast them 
off stand their puny, naked individualities. Her relationship 
objects, her daily and seasonal observances house care are 
ritualistic, religious: “She served the idea sleep with series 
little ceremonials the impassive solemnity her preparation 
made sort altar each bed; big houses which things are 
done properly, there always the religious element.” 

Matchett stands for the non-churchly traditional observances 
means which human beings can come feel sense relation- 
ship nature, the past and other human beings, which allow 
“feeling without destruction disorientation. She 
fictional relative Dilsey, The Sound and the Fury, although 
the Quaynes, modern self-sufficient family, feel the need her 
services only once, for symbolically important journey fetch 
Portia home. Matchett’s further wisdom that one pure 
possibility, that each more and more, the years pass, the shaped 
product what has gone before. St. Quentin tells Portia that “if 
one didn’t let oneself swallow some few lies, don’t know how one 
would ever carry the Matchett, however, tells straight truths 
Portia about her past, and, after Portia cries, feels that 
thing has been appeased.” Matchett represents means which 
realities may faced and innocence may move maturity, 
means which still functions, though has been almost completely 
discarded. For the Quaynes functions time when St. Quen- 
knowledge impotent. 

The minor characters, because the deftness and individuality 
with which they are drawn, satisfy one kind novelistic expecta- 
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tion; they exist all their multiplicity and appear because they 
are connected background proximity the main characters. 
the same time, however, they are firmly held the pattern 
controlling idea the major figures. 

The sentimental, girlish widow, Irene, whose extra-marital 
affair with father produced Portia, knew that “nine 
times out ten the things you direct from the heart are the 
wrong thing, and that she was not capable doing anything 
better.” Mr. Quayne was “all innocent old duffer. 
From this combination get Portia’s undiluted wish love. 
mother, Mrs. Quayne, “had nature” and meant 
always, not good, but right. She was 
self-congratulating pillar righteousness—from the combination 
Mr. and Mrs. Quayne get the divided nature Thomas. 
Lillian foil for Portia. (The humor her characterization, 
the way, one the delights the book.) She represents the 
romanticist, the self-dramatizing, uninnocent connoisseur her 
own emotions. Portia’s genuine innocence made luminously clear 
she stands beside that voluptuary sentiment. Mrs. Heccomb 
the modern substitute for Matchett, simple-minded woman 
who served ineffectual chaperone for Anna. Parallels between 
her bumbling attempts guide Portia and firm and 
confident ones are clearly drawn, particularly the handling 
Portia’s letters from Eddie. The collection characters Waikiki 
(the Heccombs’ cottage) little Shakespearean microcosm 
society writ with humorous largeness and extravagance state- 
ment because its youthful unguardedness. The most Mrs. 
Heccomb can presiding over preserve some faint inter- 
mittent semblance keep Waikiki, that symbol 
modern life its most naked and inept, from blowing right off the 
coast and into the sea under the nerve-wracking assaults animal 
spirits, impermanence structure and buffetings nature. 
Daphne the female representative gross discrepancy between 
verbal decorum and vulgarity feeling, and Dickie the mascu- 
line equivalent. Clara the victimized innocent. Mr. Burseley the 
coarse counterpart Eddie (Portia tries resist this 
identification) and Cecil adolescent St. Quentin. 

Descriptions places The Death the Heart surround the 
action the novel with visual testimony its authenticity and 


the same time play carefully selected role developing the 
theme. The book examines the possibility losing innocence, 
entering upon and engaging adult life, while yet maintaining 
fullness heart, and one its premises, through 
these descriptions places, that relationship the past crucial 
problem solved before such future can envisaged. Objects 
and houses are symbols that relationship, mirrors individual 
solutions, adequate inadequate. “Pictures would not hung 
plumb over the centres fireplaces wallpapers pasted with 
such precision that their make break the pattern life 
were really not possible adjudicate for. These things are what 
mean civilization this sense, the destruction build- 
ings and furniture more palpably dreadful the spirit than the 
destruction human life.” 

Windsor Terrace, the house which reflects Thomas’s and 
Anna’s imperfect solution, which Matchett presides over and 
contemptuously holds vanished ideal, which Mr. Quayne 
saw the last stronghold solid family life, and through which, 
not Thomas’s child, but Portia moves like the Young Pretender, 
pretty, airy, vivacious. represents taste rather than tradition: 
custom, partly kind, partly cruel, had long been ration- 
alized away.” Matchett’s hand “seemed support the fragile 
Regency though she neither consciously needed nor 
wanted there. Anna cares how things look—she dares not care too 
much how they are. And appearances succeed with the naive Mr. 
Quayne and Major Brutt, well as, unspoken social agreement 
look away from depths and chasms, with St. Quentin. Anna 
successful editing life, nothing more: one seemed clear 
what was being discarded, whether anything vital was being let 
slip away. Matchett were feared, she seemed threaten the 
house, was because she seemed most likely put her thumb 
the thing.” 

St. Quentin’s rooms are not described; has found his place 
alternative, not wholly life-fulfilling house. 

The three “innocents” have, sense, homes. Portia comes 
from life flats and hotels. She has relationship Things, 
furniture and house, help her know [she} was meant 
be.” Eddie’s furnished room has “the unadult taste college 
rooms” filled with objects one does not the 


smell carpet and ashes and dust and stagnant tea, the rotting 
stems flowers left over from the last time entertained woman 
add their symbolic stink. this place Portia, her premature 
flight from childhood Windsor Terrace, comes first seek 
adult home. And Major Brutt’s room the Karachi Hotel, which 
she drawn next her unerring sense those who are “the 
she, better equipped receive her. The Karachi 
“warren,” filled with those who, like Major 
Brutt, are hanging onto the economic and emotional edge life. 
Everything creaks. The unchosen closeness human beings 
each other makes “love talk the very top, 
the attic where lives cut price, there more privacy 
because the rooms are too small further divided up. Portia’s 
physical presence jams the room. There nowhere for her sit. 

Waikiki, setting for the speeded-up entrance Portia into 
social relationships and the crisis her attachment Eddie, 
sounding box for the thrashing about animal energy. Built, not 
for the rearing families but for the vacations strangers, 
lived the Heccombs only part the year. When Portia first 
catches sight it, one window has blown open, faded curtain 
wildly blowing out and the bell hanging out its socket. People 
bang the door and yell for entrance. has almost transparent 
front. Furniture has the vulgar gloss varnish, like 
veneer verbal gentility (and unlike the waxed pieces Matchett 
cares for, whose rubbed sheen comes from generations loving 
unloving effort). The electric light down with 
frankness unknown Windsor Sounds 
continuously remind its inhabitants one another’s physicality. 
Dickie crashes about like giant loose the house, bath water 
runs out noisily, waste gurgles the pipes, the roasting joint 
smells, Doris, the maid, smells. And the house lets well the 
damp sea air and the smell brine. Yet, creaks and strains 
and shifts under the coast wind, stands with almost shiplike 
strength, might manage float even cut loose from the 
land and set adrift the chaos nature. With those whom 
suits, the sturdy and coarse-natured, the novel not primarily 
concerned, though these, suggests, may the only undamaged 
survivors wholly life. 

would too cumbersome give full reading that close 


patterning which extends the book’s descriptive details, its 
organization and its style. Maturity, the necessary compromise 
between the heart and the world, the spirit and the flesh, innocence 
and knowledge, may achieved with the help various mediators, 
among them tradition (social patterning) and art (personal 
patterning), Miss Bowen suggests throughout. The first paragraph, 
for example, touches lightly but firmly, through objective-seeming 
description, motifs which reappear through the book. 
winter, and the scene brittle and burnished. are formal 
park, with pond which swans swim channels dark water 
between segments ice. But, significantly, sort breath from 
the clay, from the city outside the park, condensing, made the air 
Seasons the year order the stages Portia’s emotional 
growth. The cycle human life linked the cycle seasons 
the case Portia, the developing person; emotional states are 
linked the seasons the cases those characters who are already 
developed. first meet Portia the premonition spring 
London (the breaking ice), see her through precocious 
springtime the seashore weather (the Quaynes, well Portia, 
are away from Windsor Terrace while Matchett conducts alone 
her ritualistic spring cleaning, whereby the care life’s furnishings 
brought into rhythm with nature) and there significant 
mation summer the end the novel. The park serves 
symbol the formal ordering which one way life imposes 
nature (in contrast the straggling formlessness walks and the 
combustion relationships which nature imposes the human 
way life Waikiki) and consequently setting which 
Thomas, Anna and St. Quentin stroll and talk dignified circles 
(Portia walks blindly, nearly run over). “breath from the 
clay, from the city outside” suggests commercial civilization which 
threatens the “park” way life, but also, and more basically for 
story, represents the facts existence—sexuality, mortal- 
ity—with which civilized ordering must come terms, which 
must take into full account lest squeeze life out the heart. 
One’s relationship objects and houses sign and symbol 
the kind pact one has made with reality, the novel posits. There- 
fore the feelings the experienced characters color our sight 
physical (Portia’s untutored eye and heart are incapable 
meaningful response what she sees, and authorial inter- 
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cession does most the work showing the reader what attitude 
must take while Portia views the scene—Eddie’s room, Major 
Brutt’s room, Windsor Terrace; only Waikiki, openness and 
helplessness, does Portia’s response fully appear, since her experi- 
ence has prepared her see this most accurately.) When Anna 
walks with St. Quentin the park, expressing her unwillingness 
back inside live the critical self-awareness induced 
Portia’s presence, the houses appear follows: “At the far side 
the road, dusk set the Regency buildings back false distance: 
against the sky they were colourless silhouettes, insipidly ornate, 
brittle and cold. The blackness windows not yet lit curtained 
made the houses look hollow inside.” But St. Quentin, who comes 
his friends feed egotistically surface comforts and agree- 
ableness, untouched deeper troubles, continues his walk with 
room window. Inside, saw firelight making cheerful play. 
Ahead lay the knolls, the empty cold clay silence inner Regent’s 
Park beneath darkening sky.” St. Quentin intellectually more 
perceptive the “cold clay” silence the park and the “dark- 
its sky than the other characters are. Later the book, 
when Thomas brings Anna and those two innocent viewers, Portia 
and Major Brutt, back from the movies, Thomas feels sudden 
premonition the emptiness which lies behind the appearances 
his home: “felt round for his key. though heard himself 
challenged, heard echo, looked sharply over his shoulder 
down the terrace—empty, stagey, E-shaped, with frigid pillars cut 
out black shadow: facade with back. wonderfully. 
quiet here’, told Major and the Major’s kindly and 
imperceptive gaze accepts that self-assurance total truth. 

The titles the novel’s three sections enlarge the operation 
the theme setting traditional framework. The three 
temptations which the medieval mind saw threat saintliness, 
perfect innocence and purity heart—The World, the Flesh 
and The Devil—the modern mind aspects experience 
which must mastered order produce fullness 
not the saint, but the warm yet competent social person. 
Portia, our hope for undamaged capacity love and live the 
secular life, meets them one one. Her encounter with The 
World, represented Windsor Terrace, characterized 


company imperfect guides and representatives who surround 
her there. place parents she has Thomas and Anna—the first 
incapable bearing the pressure any need upon him but his 
wife’s, the second embarrassed and inadequate, unable offer 
affection, steering haphazard course which misses giving her 
either the security being treated child social guidance 
being treated young lady. For girl friend she has Lillian, 
perverse emotionalism; for boy friend, Eddie, superficial and 
cious distortion interpretation. From the avuncular Major Brutt 
she gets toys, while Matchett, handicapped lack authority, 
conspires against Anna give her her inheritance memory— 
her own past—and the support “custom.” The Flesh, Waikiki, 
presents her with Mr. Burseley’s hand Daphne’s bottom, his 
leering ever told you sweet little Eddie’s 
fingers kneading Daphne’s hand because feels “matey,” the 
drunken fiasco the Pavilion, and Mrs. Heccomb’s comically 
incompetent efforts chaperonage. The Devil, whose instrument 
St. Quentin, brings her down the ancient manner, with knowl- 
edge. She has been means readied face the truth, its 
“fantastic its and suppose it’s 
better know,” she says St. Quentin, who replies, “No, truly 
not. fact done something you could not bear have 
done myself. And the terrible thing is, feeling the better 
for she falls, she turn brings down Eddie, pathetically 
unequipped deal with emotional truth, and Major Brutt, even 
more pathetically unprepared deal with intellectual truth. 


Both characterization and idea are enriched 
parallels and contrasts which lie under life-like descriptive 
surface. For example, there the contrast between St. 
attitude toward the past and Machett’s, their differing efforts 
tell Portia how the world: St. Quentin, 
quite unbearable enough, but even leaves out quite lot.” 
Matchett: rather not have the past. wonder they 
don’t rightly know what they’re doing. Those without memory 
don’t know what what.” Or, the symbolic difference between 
Portia’s diary and St. Quentin’s books. Anna says, was 
not bit like your beautiful books. fact was not like writing 
Portia’s diary literary art Portia herself the 
maturely functioning person she may may not become. 
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pure register happening, the unmitigated, unbearable, inquiring 
stare experience. Its childish sentence structure represents its 
method—all clauses, that is, all observations, entered without dis- 
crimination judgment importance relationship. This way 
seeing which cannot survive, and way mirroring which 
other people cannot stand (Eddie, who “breaks every rule every 
time,” gets malicious pleasure out reading it, but insists that 
nothing written about him; Portia spy,” St. Quentin 
tells her). The truth literature quite different from the truth 
innocence. “You've got allow for style there are ways 
and ways trumping thing up: one gets more discriminating, 
not necessarily more honest. should know, after St. Quentin 
says. discriminating style recording—art—shapes and illum- 
inates one’s knowledge reality; discriminating style living, 


the goal Portia’s pilgrimage, shapes and illuminates one’s experi- 
ence it. 


Miss own style, though characteristic all her 
novels, functions with particular appropriateness this story 
further support the theme. Action and description are inter- 
rupted, frequently enforce the technique upon the reader’s 
attention, with passages essay, pieces” generalization 
which truisms human experience are sensitively recorded. the 
characters undergo their individualized moments insight 
ordeal, the novel these against background knowledge 
drawn from observation how “we,” the human family, tend 
respond such situations. moment action, for example the 
one which Major Brutt losing one the rosy pictures other 
lives which lives and beginning build new and even 


rosier picture the happy little family Windsor Terrace, 
accompanied the following: 


man must live. Not for nothing invest much our- 
selves other lives—or even momentary pictures 
people not know. cuts both ways: the happy group inside 
the lighted window, the figure long grass the orchard seen 
from the train stay and support our dark hours. are 
art, for the feeling person, and art that live, do. 
the emotion which remain faithful, after all: are 
taught recover some other place. 
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Lillian’s sympathizing with catastrophe accompanied 
long essay, which begins: 


There doubt that sorrow brings one down the world. 
The aristocratic privilege silence belongs, you soon find 
out, only the happy state. With its accession full power, 
feeling becomes subversive and violent: the proud part the 
nature battered down. Then, those people who flock the 
scenes accidents, who love most all dwell deaths 
childbirths the sickbed from which restraint has gone smell 
what the air and are the spot once, pressing close with 
sort charnel good will. You may first learn you are doomed 
seeing those vultures the 


if, the narrative method itself, the novel asserts neces- 
sity for setting individual happening larger context social 
experience. Against that gains dignity and meaning, against that 
leans child leans its family, and from that its personal 
character most fully emerges. Portia, who feels “anything that 
happens has never happened before. What mean is, you and 
are the first people who have ever been us,” right. But Major 
Brutt when says, “We all take these knocks Common- 
sense, wisdom (which Major Brutt, under the onslaught 
candor, sees, terrible vision, mere makeshifts and fictions) 
carry one only part way (the essay can never substitute for the 
novel). But they modify the loneliness the human heart and 
make its uniqueness bearable. 


are not shown the novel’s action whether Portia can 
back” achieve the womanliness, intelligence and charm 
her Shakespearean namesake, for whom traditional wisdom, 
which she was bound choosing husband, happily corrobo- 
rated the heart’s spontancous wish. (“But why was she called 
St. Quentin asks. surprised, said don’t think 
ever Such wound may turn her into Anna 
who tempted toss Pidgeon’s letters Portia and tell her, 
all comes to, you little First she must come back 
Windsor Terrace, dependence, and later make perhaps more 
fortunate re-beginning her adult life. clear the reader 
that the Quaynes have done the right thing sending Matchett 


fetch her, and that Machett the only remaining means helping 


her. 


Matchett, treated through most the novel looming and 
awe-inspiring figure, given, the final scene the taxi ride 
the Karachi, the full weight humorous and fallible humanity. 
This “downfall” sets limits her power, though she opens the 
hotel door “with air Tradition, custom, the 
personal and communal past, the novel suggests, are supports only, 
not mystical magical maps for the course the grown-up life. 

Does loss innocence lead the death this particular, but 
representative, heart? The title unequivocal. that few 
are aware the world until are already league with it,” 
says the author, and Portia’s awareness was catastrophically prema- 
ture. Yet the reader who has learned find weight meaning 
descriptive detail left with this final suggestion: 


the Karachi Hotel drawing-room, someone played the piano 
uncertainly. 

All the same, the stretched mauve dusk the street there 
was intimation summer coming—summer, intensifying every- 
thing with its heat and glare. gardens outside London roses 
would burn on, with all else gone the dusk. Fatigue but sort 
joy would open all hearts, for summer the height and 
fullness living. Already the dust smelled strong. this prema- 
ture night clouds the sky was warm, the buildings seemed 
expand. The fingers the piano halted, struck true notes, found 
their way chord. 
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